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ABOUT THE COVER 


Margaret Watts Hughes was a nineteenth-century Welsh singer, scientist, and phi- 
lanthropist who developed an experimental technique to visually record the voice 
using pigment on glass. The impressions that she created were only thought to exist 
as black and white reproductions until 2016 when staff at Cyfarthfa Castle Museum, 
located in Merthyr Tydfil, discovered color plates in their archives. Their discovery 
has led to renewed scholarship around Watts Hughes and her work. For this publica- 
tion, the themes of experimentation, discovery, preservation, and sharing combined 
with the captivating nature of these flower-like impressions felt like the perfect em- 
bodiment of the spirit behind this publication. 
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Preface 


Amelia Nelson, The Nelson-Atkins Museum of Art, 
and Traci E. Timmons, Seattle Art Museum 


This publication has a long provenance that really began with the success of Joan 
M. Benedetti’s 2007 book, Art Museum Libraries and Librarianship. That volume 
explored art museum librarianship with thoughtful essays on a broad range of top- 
ics written by practitioners from art museum libraries of all sizes. This volume was 
immediately useful as a tool to librarians, offering best practices and expert insight. 
It became especially useful when art museum budgets were significantly reduced 
during the 2008 global financial crisis and art museum librarians had to figure out 
héw to do more with less. During this time, librarians were called upon to justify 
and advocate for staff, budgets, and spaces. The impact and aftermath of this period 
was documented in the Art Libraries Society of North America (ARLIS/NA) spon- 
sored 2016 white paper, State of Art Museum Libraries. The report captures a field 
struggling with long-term budget cuts, reduced staff, and low morale, but even at 
that'difficult moment many art librarians where forging ahead with the difficult task 
of fundamentally rethinking the role of a successful art museum library in this new 
reality. Documenting their work was the catalyst for this new volume focused on art 
museum librarianship. 

In the course of producing this book, another series of crises has emerged. 
In 2020, museums (and the world) are dealing with the impact of the global 
COVID-19 pandemic and the public reckoning and social unrest sparked by pub- 
licly exposed incidents of police brutality and institutionalized racism targeting 
Black, Indigenous, and People of Color (BIPOC).! Cultural institutions are facing 
uncertainty in this tumultuous time as they deal with both the revenue collapse from 
the pandemic and a recognition of the institutional norms within museums that 
don't fully support the ideals of diversity, equity, and inclusion that are at the core 
of many institutions’ missions and values. Despite the fact that most art museums 
and art libraries have closed to the public during the pandemic, librarians are still 
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aspects of the profession with an eye toward the future. Kristen Regina sets the stage 
with her introductory chapter focused on the transformation of art museum librar- 


ies. She demonstrates how the cornerstones of librarianship are being leveraged to 
provide greater, more equitable access to collections; how librarians must collaborate 
with other departments and institutions to achieve library goals; and how library 
staff roles now routinely demand technical skills traditionally seen in computer 
scientists. The next section explores some of the ways library staff work with col- 
lections: developing unique collections, creating and maintaining archives, enacting 
preservation and conservation strategies, and addressing storage issues. This section 
also acknowledges an issue that affects all museums and requires even libraries to look 
inward: addressing institutionalized racism. In her chapter, Courtney Becks critically 
addresses how art museums, and therefore art museum libraries, have centered white- 
‘ness, discusses how art museums have overlooked community and cultural systems of 
organization, and explores innovative alternative models. 

In the next two sections, contributing authors explore how art museum library 
collections are being shared through advocacy, outreach, systems, collaborations, and 
programming. Although these initiatives are providing new opportunities for art 
libraries, they are also shifting the skills required of librarians. Art museum library 
staffing models vary widely from institution to institution, with libraries staffed by 
solg librarians with modest budgets to large libraries with numerous staff and large 
budgets. This section includes chapters that cover personnel considerations for those 
new to the field or aspiring to enter it, the vital role and management of library 
volunteers, as well as one institution’s ongoing: professional development program. 

The final section focuses on how art museum libraries have harnessed the potential 
of technology to expand the impact and reach of local resources. The rise of digital 
art history, big data, and digitization have created a new interest in and greatly ex- 
panded the reach of art museum libraries’ collections and services. In this section au- 

thors explore how linked data, Wikimedia, and open source platforms are being used 
in art museum libraries to make previously siloed collections globally discoverable. 

By documenting, celebrating, and encouraging the innovative work of art mu- 
seum libraries, the hope is that this book will help those who do not have the needed 
support, funding, or staff to be able to innovate, collaborate, and advocate for what is 
possible. As the authors of the chapters included in this volume show, when art mu- 
seum libraries and librarians contribute to the broader missions of their museums, 
support their colleagues’ research needs, and provide services that help museums 
fulfill their educational missions, they are successful and valued. 


NOTES 


_ 1. Helier Cheung, “George Floyd death: Why US protests are so powerful this time,” 
BBC News, June 8, 2020. Accessed June 23, 2020, https://www.bbc.com/news/world-us 
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The Art of Transformation 
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Kristen Regina, Philadelphia Museum of Art 


The key tenets of library, archival, and information management are access, discover- 
ability, and systems of organization. As information managers, we want to provide 
access to our collections for curators, researchers, other museum staff, and the public. 
We want to enable our users to have that “a-ha” discovery moment of finding what 
they wanted and what they didn’t even realize they needed. We achieve these goals by 
creating systems of organization—such as the Dewey Decimal System, the Library 
of Congress classifications, and so forth. In fact, librarians have been doing this for 
thousands of years (since the eighth century BCE in Mesopotamia). But what a long 
way the profession has come since organizing scrolls or even updating a card catalog 
were common necessary tasks. 

With the advent of computers and computer networks, librarians and archivists 
eagerly moved their practices to the online world. To continue to provide access 
to data, practitioners train users on how to access information via online catalogs, 
databases, how to search the internet, and contribute skills to resources beyond 
single institutions such as the Wikimedia movement, digital art history and open 
access initiatives, CIDOC-CRM, Linked Art, and more similar broadly collabora- 
tive initiatives. The community continues to strive for “a-ha” moments in the online 
research spaces of libraries, archives, and beyond. 

As the digital world arrived and museums’ normal business activities expanded 
from the analog to include digital creations—from day-to-day email and electronic 
documents to born-digital works of art—so, too, has the art museum library and 
archive evolved. Around the world, libraries and archives steward analog manuscript 
and archival collections critical to their institutions’ missions and the field of art 
history in general. In Philadelphia, key collections include John G. Johnson’s corre- 
spondence with his buyers in Europe as he was assembling the eponymous collection 
and the letters between artist Marcel Duchamp, the collectors the Arensbergs, and 
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But how can the museum library and archives field further extend and develop 

the’ holistic management of museums’ collections-related data—the materials that 
defirte, link, and contextualize art collections—beyond just audiovisual assets? In 
England and the early American colonies, a “commons” was a tract of land owned 
and used jointly by all the residents of the community. It belonged equally to or was 
shared alike by everyone. Thus, in this context, the concept of an Art Information 
Commons is a forum and space for furthering the communities’ data strategies, best 
practices, and tools. With support from the Andrew W. Mellon Foundation, the 
PMA created the Art Information Commons at the end of 2018. Its goal is to help 
evolve the holistic management of data, content, and technology within cultural 
institutions. The project works on analyzing and documenting how art information 
is created, used, and stored; creating unified vocabulary and data standards; and col- 
laborating with staff to find ways to improve workflows, processes, and leverage the 
institution's art information. 

A museum-wide initiative, the Art Information Commons is led by the Library 
and. Archives because of its expertise in information management. Service, acces- 
sibility, training, collaboration, data organization, preservation, digitization, and 
image and information management have long been the hallmarks of libraries and 
the.services they provide. The library and archives professions have foundations in 
structured vocabulary work, cataloging, and sharing deep information resources at 
scale. Information management is different from technical management of systems: 
it is a discipline rooted in the needs of internal and external users. And it has as its 
focus establishing consistent practices and vocabularies that will integrate across silos 
as well as extend to other institutions’ data in order to support broad-based cultural 
heritage scholarship. 

When it invests in information management, the community is able to collabo- 
rate, share, and make discoverable the information it creates and uses across all of 
its work more efficiently, and, ultimately, to illuminate the historical and contextual 
relationships between objects. Through the search mechanisms currently available to 
the public at the PMA and many museums, users are likely to discover only a frac- 
tion of what the institution has to offer. For instance, a popular search term on the 

PMA’s website is “Duchamp.” Using this term, researchers would readily discover 
multiple works of art in the collection. In a separate section of the website that is 
not searchable in the same manner, they might discover some of the books that the 
museum has published about Duchamp work. In yet another section of the website, 
they might find recent exhibitions organized by the museum. If they are already 
aware of the museum’s archival holdings, they could open yet another separate search 
function for archival finding aids. 

Strides have been taken to experiment and think about how to create such inte- 
grated connections through other Andrew W. Mellon Foundation supported projects 
at institutions such as the Milwaukee Art Museum, the J. Willard Marriott Library 
and the Utah Museum of Fine Arts at the University of Utah, and the Snite Museum 
of Art and the Hesburgh Libraries at the University of Notre Dame. The Georgia 
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O’Keeffe Museum developed a collections search that integrates library, archives, and 
art collection data; the PMA’s John G. Johnson digital publication brings together 
relevant auction catalogs, archival documents, and art objects. Another collaborative 
project that integrates physically separated collections, sponsored by the National 
Endowment for the Humanities, is the Duchamp Research Portal. 

The Duchamp Research Portal is an international partnership between the PMA, 
the Centre Pompidou, and Association Marcel Duchamp to make a significant 
portion of Duchamp’s primary source materials and artworks available through a 
single searchable online interface. The project is making connections between the 
art and archive collections by building relationships within the data. The Duchamp 
Research Portal is a significant step forward in showing how to present contextual 
information resources along with art objects, how art data and archives data are dif- 
ferent, but also how they can be integrated. 

All of this work requires practitioners to think differently about how the profes- 
sion catalogs and makes this information digitally accessible. Ultimately, by opening 
up collections through these new initiatives, the community can continue to fulfill 
its mission and extend institutional work beyond the walls of the library, archives, 
and museum. There is the potential to harness the power of technology to approach 
collections in innovative ways and invite the public to connect with integrated col- 
lecations as never before. 

In April 2019, the world watched in horror as the great Cathedral of Notre Dame 
burned. Washington Post columnist Alexandra Petri compared the fire to a great book 
burning, “one of the greatest [books] ever written.” In her essay, Petri noted, 


There is something luminous about any human document that survives a sufficient 
length of time. A cave painting, a tablet. Simply by virtue of enduring they acquire new 
and unlooked-for meanings. Mona Lisa appears on T-shirts, in music, in movies. Shake- 
speare mutates and transforms and multiplies with the modifications of generations of 
minds. Things last because they acquire new meaning and they continue to acquire new 
meaning because they last.' 


It is the job of the library and archives to help ensure that things last, by making 
them accessible, discoverable, and organized, whether they are in analog or digital 
form. It is the proper role of libraries and archives to enable conversations between 
the living and the dead, between the past and the future, between the object, its 
creator, and all those who observe it, write about it, or find in it some inspiration or 
beauty, to continue uninterrupted. 


NOTE 


1, Alexandra Petri, “The Burning of a Great Stone Book,” Washington Post, April 15, 2019, 
hrtps://www.washingtonpost.com/opinions/2019/04/16/burning-great-stone-book/. 
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Shelved Out of Sight 


Library Spaces and Archives Storage in Art Museums 


Jenna Stout, Saint Louis Art Museum 


The library occupies a unique niche within the art museum. Libraries often started 
alongside the art museums they support. Others developed later in the museum's 
history with endowments in place to support collection development, programming, 
and other needs. Library holdings provide context to interpret and understand the 
art collections. The historical development of library spaces within art museum 
settings presents opportunities as well as challenges for librarians and archivists. 
Gallery space is in high demand by curators to display exhibitions, so historically, 
library spaces may have been relocated to accommodate museum needs and allow 
for growth. Many were relocated to staff-only or low-traffic areas of the museum; 
for libraries that are open to the public, this has made access for these users difficult. 

Often operating under the library department, art museum archives are poised 
to alleviate spatial constraints in departments as records are transferred from of- 
fices to their holdings. However, as archivists take in large volumes of records, they 
must consider their own spatial limitations. If the physical plan of the museum has 
reached capacity, library and archives staff alike may investigate off-site storage as 
they look for alternate spaces to house print and archival collections. This movement 
can decrease the load on shelving, allow for collection growth, and enable the accrual 
of department archival records, but shifting materials to off-site storage also impacts 
reference service. Rather than having same-day access, users may need to request 
materials in advance of their visit. 


LOCATING THE LIBRARY 


The late nineteenth and early twentieth centuries witnessed a heyday of art museum 
construction. These museums were seen as culturally uplifting spaces; thus, their 
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It eventually found a long-term home in the new administration wing by 1980. 
Moving the library from its original location is often necessary, but it is not always 
a seamless transition. In his essay “125 Years and Still Waiting: A Museum Library 
History,”6 Allen Townsend discusses the struggles of the Philadelphia Museum of Art 
to-renovate the library over the course of the twentieth century.’ Library space studies 
help focus attention on the growth potential of the library and where the space is 
needed. The location of the library greatly varies based on its primary users—public 
dr staff. users. If the library has historically occupied an area adjacent to galleries, a 
move to a new space offers up new potential benefits as well as drawbacks. Is the 
library open to the public? A more prominent entrance near galleries can enhance the 
he dig f , library's: public image and increase the library collection’s accessibility. Alternatively, 
seum library's collections typically developed if the library is tucked away in the basement, administrative building, or off-campus 
pea 25 @ complement to the it will have decreased visibility and less public awareness about its collections. If the 
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hinder usage. Knowledgeable visitor services staff and gallery attendants can also 
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Library spaces placed in significant architectural structures must balance historic 
integrity with modern needs. Can the stacks support the weight of books? In Mu- 
séum Librarianship Esther Green Bierbaum advises that “second floors, particularly 
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8 aids have significantly Library stacks also must meet local code standards. Some libraries may allow staff 


to browse the stacks and restrict external researchers from accessing these areas. This 
practice helps ensure patron safety and adds an extra level of security to valuable 


and community members. In a 1997 library collections. 
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THE ARCHIVES AS LIBRARY SPACE 


=) 
Me 
A 1979 survey of art museum’ archives gathered data on the current state of archi- 
val programs in the United States and Canada.” It found that “in over 50% of the 
instances where the archives is part of another museum department, it is under the 
libtary:”? Librarians expressed that they felt a sense of responsibility to safeguard 
archival records, hence the common placement of archives within the library depart- 
ment. In December 1979, the Archives of American Art held a three-day conference 
on museum archives to address recordkeeping practices and advise on archival stan- 
dards. Guidelines established at the symposium included a section on archival envi- 
ronments. Recommendations included that archival materials be located in a secure, 
climate-controlled space and that suitable staffing and accommodations are necessary; 
if these were not available, the archival holdings should be transferred to another 
repository or held in a consortium." Forty years later, art museum archivists and 
librarians still strive to maintain optimal conditions in their respective storage spaces. 
In‘smaller institutions, the archives and library may utilize adjacent storage areas 
for-their collections and share the same reading room for researchers. The librarian, 
at’some institutions, assumes archival responsibilities when there is no funding for 
a full‘time staff member. In light of these ongoing interactions, it is important to 
understand that archival collections require spaces capable of maintaining specific 
environmental condition for long-term preservation. Collections of mixed paper— 
based archival materials should be housed in a space with a maximum temperature 
of 65.degrees Fahrenheit and a set point of 35 to 45 percent relative humidity.'5 
Data‘loggers are an affordable way to monitor storage environments. The data can 
periodically be retrieved through a USB flash drive and uploaded for analysis. This 
allows archives staff to track temperature, humidity, and other levels over periods of 
tinié; in turn, this statistical data can be used to advocate for new storage facilities; 
heating, ventilation, and air conditioning systems; and other preservation measures. 
"Cool storage (range of 35-65 degrees Fahrenheit) and cold storage (below freez- 
ing) should be used for unstable materials, like photographic or audiovisual materi- 
als, Staff should consider how frequently these materials are used because moving 
materials in and out of cool temperature storage can be detrimental. Duplicating 
these materials to produce reference copies is one practical approach. The expense 
to maintain cool storage systems may present a financial hardship to many institu- 
tioris.'® If an archive does not have its own cool storage system, the art museum may 
have a cold storage environment that archival materials can be housed. 

Compact mobile shelving is commonplace in many archives’ settings. It holds 
more collections than stationary shelving and allows for efficient use of space. In 
addition, for archives in areas with seismic activity, compact mobile shelving con- 
tains extra bracing. Art museum library and archives staff should consult with their 
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building managers to choose the shelving that best fits their storage needs. After all, 


art museum libraries house materials such as oversized folios and uniquely shaped ~ 


artists’ books that do not fit standard bookshelves and require innovative approaches 
to shelving. For example, flat file storage cabinets are appropriate for architectural 
drawings, maps, and related materials. Multiple museum departments also utilize 
shelving; thus, the institution may have a preferred vendor for supply and installa- 


tion. Ongoing conversations with other departments can inform decisions to adopt 
new shelving. 


SEEKING OFF-SITE STORAGE SOLUTIONS 


Inevitably, a library or archive that is actively collecting will eventually run out of 
space. Art museum libraries with encyclopedic collections may find themselves at a 
tipping point in which they must move materials to another location; the same can 
be said for archives housing records of enduring value. 

If the construction of a new library and archives facility is a possible option, Ar- 
chival and Special Collections Facilities: Guidelines for Archivists, Librarians, Architects, 
and Engineers is a useful resource and advocates for collaboration between the library 
and archives early in the design phase.’ 

Securing funding and maintaining proximity to museum staff may prevent a new 
facility or addition from becoming a reality. Many librarians and archivists are faced 
with the decision of whether to send library and archival materials off-site. The 
physical environment may have reached capacity and not be functional for everyday 
operations. Off-site high-density storage offers a potential solution to help free up 
space. The librarian and archivist should weigh a number of considerations regarding 
their collections, including usage, enduring value, processing time, size, digitization 

potential, and housing costs for materials transferred to off-site storage. Frequently 
consulted print and archival collections may be better suited to remain on-site. 
Archival materials sent to off-site storage should be processed to enable retrieval at 
a later point. 

Soliciting bids from ar least three vendors is typical practice at many institutions. 
Cost, including storage and retrieval prices, should obviously be considered, but it is 
not the only factor at play. How quickly will the facility retrieve items from off-site 
storage? Does the storage facility maintain a climate-controlled environment? Does 
the facility offer a scan-on-demand service? For local vendors, library staff members 
may be situated close enough to tour the facilities, if possible, to assess the physical 
conditions. All these factors—rather than just the cost—are essential to the selection 
process. For libraries considering off-site storage, regional professional listservs are a 
forum to reach out to colleagues for their own experiences with different vendors 
serving the area. Art museum staff and public users should also be invited to partici- 
pate in the planning. Do patrons drop in at the library, or are appointments required 
to allow for retrievals of materials? Are staff typically on tight project deadlines that 
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Strategies to Keep the Collection 
Alive and Evergreen 
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Building’ a collection can be one of the most rewarding aspects of art museum 
librariahship. As a museum develops its art holdings, its library collects in tandem 
both to support the mission of the museum as well as to acquire its own treasures. 
Although museum libraries’ collection management practices resemble those of 
acadefiic or special libraries in many cases, art museum libraries face many unique 
challenges. This chapter can only offer a survey of the issues surrounding acquisitions 
and collection development at museum libraries, so 1 advise those new to the field 
to seek broader in-depth guides’ and to consult the first major work on the subject 
of art museum libraries, Art Museum Libraries and Librarianship, edited by Joan M. 
Benedetti.? 


THE LIBRARY IN THE MUSEUM, OR KNOW YOUR USERS 


Although some museum libraries may have sizeable staffs, most are operated by only 
a few individuals, thus requiring the librarian to wear many hats. Unless the library 
is new, one will inherit a collection that reflects the priorities of the museum, the 
strengths of its art holdings, and the particular research interests of previous cura- 
tors and collection managers. It is important to spend time at the outset getting to 
know the collection so you can learn how it has been developed over time and come 
té know its strengths and deficiencies. Subject expertise is crucial for collection de- 
velopment, and a background in researching and studying art will help prepare one 
to develop the collection. However, it is just as important to know the museum's 
mission and the library's role in fulfilling it. Museums that emphasize research and 
publishing will have different expectations of what their libraries can and should 
collect than those with other priorities. 
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COLLECTION POLICIES AND PHILOSOPHIES 
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policy provides scope, justifications for acquisitions and deselection, and guidance 
on what ‘fo prioritize when resources are tight. Ideally a collection policy is drafted 
with input from museum administration to help articulate what the museum expects 
of the dibrary and what, realistically, can be achieved. This is important in determin- 
ing the breadth and depth of collecting in subjects. An idealistic policy out of touch 
with the actual resources available is ineffective. Like other museum policies, the 
collection development policy should be a living document, reviewed periodically so 
that it may evolve alongside the institution’s priorities. 

As many art museums continue to address budget challenges, libraries have looked. 
to alternative options to provide the materials their users need. Several have devel- 
oped partnerships with larger institutions, such as universities, receiving support 
for services or collections while building resources to support the mission of both 
institutions. Other museums have collaborative collection development, working 
collaboratively with other libraries: The New York Art Resources Consortium is an 
example of museum partnership, but local public and academic libraries also provide 
opportunities for coordinating collection development. Another informal strategy is 
not to purchase items that are available locally from other libraries. 

Alternatively, some libraries are moving from a “just-in-case” to a “just-in-time” 
model.‘Research libraries, which include some museum libraries, must continue to 
add to'their collections to anticipate both current and future user needs. Many librar- 
ians c4n point to jewels in their collections that were serendipitously acquired with- 
out any prescience that they would become important or rare years later. However, 
with the vast amount of new research resources appearing annually, there are often 
not endugh funds to buy things that might be used. As a result, many libraries have 
adopted a “just-in-time” acquisition policy, purchasing material once it is requested. 
Patron-driven acquisition for electronic media can also supply immediate user access 
online; however, this option is often too costly for most museum libraries. Interli- 

brary loans can also serve to provide access to material as needed, especially for jour- 
nals and collected works that fall outside of collecting scope. The ability to borrow 
material that is expensive or hard to find plays a crucial role in purchasing decisions. 

Even as they move toward reactive collecting models, librarians must continue to 
think about the future and the collection that their day-to-day choices are creating. 
Relying exclusively or primarily on user purchase requests will leave holes in the 
collection and can result in overrepresentation of certain areas. Every library has its 
super-users who actively use it, give suggestions, and make requests, and it is a natural 
téndency to favor those who show support. The responsible collection manager must 
work to avoid allowing gaps to form in the library's resources, even if some of its user 
base is silent. For the collection to retain its relevance and usefulness to its museum, 
it must continue to address all subject areas in the collection development plan. 

For those libraries that can pursue a “just-in-case” model, selecting materials for 
purchase largely depends on resources. Unlike the majority of academic libraries, 
few museum libraries can use approval plans. Some large museum libraries depend 
on bibliographers or subject specialists to discover and track down the material most 
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useful to their users. But at most museums, collection development is typically one 
of the many responsibilities of the librarian, who must find the means and vendors 
that work for their particular situation. Vendors have consolidated, and few specialist 
art-book vendors remain. Many libraries rely on electronic notices from vendors to 
alert them to new titles and important series for which they might want to establish 
standing orders. Increasingly, libraries also depend on sites like Amazon, which often 
provide discounted prices and free shipping. However, this route is labor intensive, 
so one must determine whether the savings outweigh the additional costs in time 
and labor. 

International vendors are crucial for libraries that collect material published 
abroad. These vendors have expert knowledge of the markets and publishers in the 
countries they represent and are crucial tools for discovering important resources for 
the collection. Domestic vendors can only offer a fraction of what is available direct 
from foreign markets. Yet even international vendors are challenged to provide ac- 
cess to independently published items and books from small museums. Collecting 
material from developing nations can be even more challenging, as there are few or 
no mechanisms by which to discover or purchase books produced there. . 

Those new to collection development for art museum libraries will quickly dis- 
cover that there is no easy way to find everything one needs. As the art collection 
of each institution has evolved organically, shaped by its particular history, donors, 
curators, and mission, there is no one-size-fits-all solution to maintaining and ex- 
panding the library collection that supports it. Building an effective resource that is 
useful both today and in the future is more art than science. It is relatively easy to 
stay abreast of and purchase the latest releases from large scholarly presses, and often 
these titles are what libraries with smaller budgets acquire, relying on interlibrary 
loans as supplements. Unfortunately, this initially must-have material may become 
the least valuable material in the collection. But items produced in small runs by 
small museums, independent presses, foreign publishers, and artist’s book printers 
are, in the long run, what make the collection unique and special. Thus, finding a 


balance among the types of materials purchased will result in a collection best suited 
to the needs of its users. 


WHAT TO COLLECT 


The types of materials that art museum libraries collect vary minimally. All collect 
their own publications and catalogs of exhibitions held in the museum. Libraries 
usually also prioritize acquiring publications that include information about objects 
in the art collection. Often, image permission contracts stipulate that the museum 
that holds an object whose image is reproduced receive a copy of the publication. 
Books with information about the collection often tend to be the most heavily used. 

Publications from other museums are another top priority. Many museums still 
actively publish many catalogs annually in both print and digital formats. Museum 
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or cessation of publication alerts, library staff must actively monitor for continued 
accessibility and other problems, such as URL changes. Advocacy, especially from 
libraries, have resulted in the push for more open-access scholarship. For example, 
the University of California adopted an Open Access Policy ensuring that future 
research articles authored by the University of California faculty will be made avail- 
able to the public at no charge, and the Illinois Open Access to Research Articles Act 
requires open access for all scholarly articles produced at Illinois public universities, 


As open-access material becomes more readily available, museum libraries must find 
ways to make it available to its users. 


DIGITAL COLLECTIONS AND COLLECTING 


As has been noted, journals in electronic format are becoming increasingly more 
common, even as the field of the visual arts still lags behind most in transitioning. 
Access to runs of journals online has enabled many libraries to deaccession back 
issues or move them to remote storage. Vendors such as JSTOR and EBSCO also 
provide subscription packages with aggregated full text journal content with short 
embargos on current material, As a result, libraries need to decide whether maintain- 
ing an individual journal subscription for a year or two of current content is the best 
use of their budget. 

Electronic books are also slow to supersede hard copy, and the inevitability of a 
complete transition to digital continues to be a question. Ever-shifting publisher 
licensing restrictions also continue to give museum libraries pause in committing 
to e-books. Although content in the visual arts continues to grow, the vast major- 
ity of published material is not available in electronic format. Nonetheless, many 
museum libraries are pursuing ways to provide access to digital books through ven- 
dor subscription packages and opportunities such as Books at JSTOR and Project 
Muse. Open-access books, such as the museum catalogs and publications generated 
through the Online Scholarly Catalogue Initiative, have yet to be embraced by the 
field despite the high-quality content and scholarship. 

While also creating born-digital books, many museums and their libraries have 
engaged in retrospective digitization projects of catalogs, images, and archival materi- 
als. The Getty Research Portal aggregates and provides access to an extensive collec- 
tion of digitized art history texts from a range of institutions worldwide. Participants 
must submit their bibliographic metadata to be included, and, while incomplete, 
the portal provides the largest collection of full text material dedicated to art history. 
Other projects such as the Digital Public Library of America and Gallica also provide 
important full-text digital material, including those in the visual arts. 

Visual resources collections have been completely transformed by digitization: a 
chapter could be devoted to just this topic. Museum libraries typically rely on a com- 
bination of online resources, both paid and free. Whereas museum online collections 
play an important role and many now provide free, unrestricted use of their images, 
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ALTERNATE ACQUISITION METHODS 
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have withdrawn from them. Today, some museums may still have formal exchange 
partners with whom they trade their latest catalogs. Other institutions have informal 
partnerships; for example, a library will make a request for a title and provide a list of 
materials that can be requested from them in return. Most libraries will try to accom- 
modate exchange requests, if possible, even if no previous agreement has been made. 


CONCLUSION 


Adept collection managers can never just add and move on. For a collection to con- 
tinue to live and thrive, the museum library must constantly adjust to make sure that 
research resources continue to be available to their users, whether these resources be 
on-site or online. Priorities may need to change over time and new material added 
while obsolete or superfluous items are weeded out. Regardless of collection size, 
the ace collection manager makes sure that all resources—including staff, budget, 
and space—are being used as effectively and efficiently as possible to provide the 
best foundation for the research conducted within its parent institution. A carefully 


cultivated collection will both serve the museum's needs today and facilitate the 
scholarship of generations to come. 


NOTES 


1. The longstanding standard text is Peggy Johnson, Fundamentals of Collection Develop- 
ment and Management, fourth edition (London: Facet, 2018). Another solid guide is Vicki 
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Introduction, second edition (Chicago: ALA Neal-Schuman, 2019). 

2, Joan M. Benedetti, editor, Art Museum Libraries and Librarianship (Lanham, MD: 
Scarecrow Press, 2007). 

3. The largest group of examples is Ann Baird Whiteside, Pamela Born, and Adeane Alpert 


Bregman, Collection Development Policies for Libraries and Visual Collections in the Arts (Laguna 
Beach: Art Libraries Society of North America, 2000), 103-33. 
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first-century Western society its shape and texture were rue in sie oe 
i italism, racism, and nationalism that gav 
post-French Revolution capit ; an Ct ee pencils 
jali i dalibis: social Darwinism ana eug 
colonialism and its attendant enablers an: is: s ae ae 
izati on—actually rely upon 
These mental models or conceptualizations insist up oe 
. ledge, endeavor, and existence: vege 
ization of all modes and manners of knowleag' 2 
bie anil and mineral. This nineteenth-century impetus or zeal for oe 
unprecedented flow of knowledge or information (some yielded by sone 
projects) resulted in conveniently reifying ar cane ae beens ae 
° tions as W' 
that fixed the “rightful” order of phenomena ane occupa | 
ee a rankings as trig and tidy as the compartments ofa  epealses ts 
M. Jacqui Alexander describes this undoing, forsaking, of human exp 
inherent wholeness, complexity, and interconnectedness: 


nizati derstood as a 
To this process of fragmentation we gave the name colo tion, , a one 
set of exploitative practices in political, ideological and aesthetic terms, 


minute ways to dualistic and hierarchical thinking: divisions among mind, body, spirit; 
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between sacred and secular, male and female, heterosexual and homosexual; in class 
divisions; and in the divisions between the erotic and the Divine. We saw its operation, 


as well, in creating singular thinking: the mistaken notion that only one kind of justice 
work could lead to freedom. : 


As Ania Loomba writes in Colonialism/Postcolonialism, “Colonialism and imperial- 
ism are often used interchangeably.”? The European iteration differed from previous 
manifestations of colonization and empire, Loomba continues, because it “did more 
than extract tribute, goods, and wealth from the countries that it conquered—it 
restructured the economies of the latter, drawing them into a complex relationship 
with their own so that there was a flow of human and natural resources between 
colonised and colonial countries.”4 Put another way, not only were slaves and inden- 
tured laborers moving from their place of origin to a colonial margin, but also the 
materials produced by that unfree labor moved back to the imperial center—to be 
transformed into products that went out to the colonial margins’ captive markets 
(often undermining the place’s homegrown industry), creating unimaginable wealth 
for imperialists at each stage.’ 


It was this same 19th century that gave the United States the library and the art 
museum: 


Since the 19th century, the museum world has been characterized by simplistic opposi- 
tions in which everything is either one thing or another—a masterpiece or minor work, 
an original or a reproduction, a great artist or an apprentice, this species or that. Such 
shorthand, colored by the tasks of taxonomy, made the world manageable 100 years ago. 
But while in the 20th century many fields move from classification to analysis, museums 
remain dominated by 19th-century concepts of human nature.‘ 


Indeed, nothing is more redolent of yesteryear’s concepts of human nature than 
library classification systems. For example, within the Library of Congress Classifica- 
tion System, human sexuality is ensconced in “The Family. Marriage. Women” as 
the HQ Class. Esteemed African American Studies librarian Kathleen Bethel asks, 
“What would our libraries and information centers look like if the materials were 
artanged in a non-Western format?”” Founded as a public good, the American library 
shared in the imperial project's “civilizing” mission. As the populations of immi- 
grants grew, it became clear that the library could render tremendous service as an 
instrument for vouchsafing middle-class manners, mores, and tastes to populations * 


that had not yet begun their odyssey to whiteness in the United States. Wayne A. 
Wiegand writes: 


Since most of the reformers who pushed for the establishment of public libraries were 
from white Anglo-Saxon Protestant middle- and upper-class families, and since most of 
the people who staffed these libraries came from the same socioeconomic groups (i.e., 
possessed the same “character”), the collections they built and supported naturally re- 
flected the cultural, literary, and intellectual canons they had found useful in construct- 
ing their own interpretations of reality, in making sense of their own worlds.’ 
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In the introduction to Art Museum Libraries and ulna in ‘ nae 
that the justification for libraries in art museums can be i ought to i 7 oo. 
documentation surrounding art objects,’ which includes their patrimony ee 
enance. Though today the art museum (and the library) oo > : ats e 
sophisticated to subscribe to previously mentioned dualisms, more Se. 
them nonetheless lingers. The hierarchy of creative expression is ever-p : Boss 
is to say that fine art-—that is, art for art’s sake—is nobler than pari rie sa 
general sve se wf Pa museums, "The archi 
objects were placed in “natural Alsto : e art: 
eta es on is itself oe in the history of the discipline, art erie cee 
Drewal writes meta-analytically. “Its development during the ape of impe 
means that objects were often torn from their cultural contexts. ric cs hectalt 
The natural history museum, obviously, is not the art museum. s is : 
the works in an art museum represent cultures of thinking: art for sa rales 
objects in the natural history museum, however, represent ae 7 es ve — 
peoples who only know how to be. Even with the acknowle ge ie u ne 
works of art had on artist Pablo Picasso, the great ur-pattiarch of Western art an 
Modernism, those works are discussed in terms of emotions—not res 
or otherwise. The non-Western cultural mode is being, not thinking. te) : : - 
is to think; to make an object with a ceremonial or practical function is ek ter 
of course, flows into (extant!) discourses of “natural” or instinctive ss ar 
culturally learned or transmitted) behavior that buttress essentialist understanding: 
ites, non-Westerners. : Y 
. ie the ground from which they sprang, it is pea ine that ene 
ums and libraries, in general, are deeply colonized vectors sgies: eh ean 
supremacist status quo. Less than a year ago, the Guggenheim got its ne u i 
Black American curator.”? This hiring was preceded by another first . e anes ae 
nearly-one hundred years of existence: an exhibit curated by a Black person, | . 
dria LaBouvier, who exposed the racialized professional violence te : 
working on the project."? Michelle Millar Fisher and Andrea ees eae 
ums’ other oppressive matrices in their article “Why Are Museums oO = ic, 
and What Can We Do About It?” They discuss the “pay to play” nature of major 
museums’ governance and the fact that—because museums pay ae. 
leadership roles have effectively become the province of the well off.” - 
whose workforce is over 85 percent white, are no less fraught as roa re 
racist bullying of April Hathcock at the American Library Associations Wicw! 
i illustrates.’ oe 
a ik oe of the cwenty-first century, nineteenth-century-born soe 
tions like libraries and art museums find themselves in the dispiriting ners : 
needing to justify their existence. This, arguably, is the aban: penne 
capitalist worldview that spawned them: that which does not mS eve a ae 
profits and growth is imminently expendable. The public good is el aes 
Weltanschauung. Perhaps, though, libraries and art museums increase tne 
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of survival through relevance—that is, in finding a place in their audience’s, in 
people’s, lives, 

In her article, “Reimagining the Museum,” Eliza Williams interviews Maria 
Balshaw, then-director of the Whitworth Art Gallery at the University of Manches- 
ter. At the cost of fifteen million pounds, the Whitworth underwent a physical and 
apparently psychic transformation that “opened up” the institution. (Fortunately, for 
its pains, it was named Art Fund’s Museum of the Year in 2015 and received a gold 
prize from Visit England the following year. Balshaw was appointed the Tate's first 
woman director in 2017.) Interestingly, the Whitworth is located in “a part of the 
city that has the most acute social and economic challenges.” The Williams's article 
also briefly discusses engagement work a staff member did with a community group 
that actually resulted in an exhibit. The article was useful and thought-provoking 
because of Balshaw’s insistence on the museum’s sociality. One of the last things she 
says is, “The cultural impact of museums is about bringing people and ideas and 
objects and artists together in a conversation about how we understand ourselves.””” 

Stony Island Arts Bank, located in the Chicago South Side neighborhood, Greater 
Grand Crossing, is a program site of the Rebuild Foundation, the non-profit founded 
by Theaster Gates that “leverage[s) the power and potential of communities, build- 
ings, and objects that others have written off.”"* Elite media have variously styled 
Chicago native Gates an “opportunity artist” and “real estate artist.”!9 The art world 
categorizes his work as public, social practice, or “socially engaged.” With degrees in 
urban planning and ceramics, his forays into real estate have made him, as ArtReview 
famously put it, “the Mick Jagger of social practice.”®° That only carries one so far, 
though. Part of the Gates cachet is his professorship at the University of Chicago 
and his position as the executive director and founder of the Rebuild Foundation. 

Namely, Gates has created something special in Greater Grand Crossing, which a 
New York Times article names as one of Chicago's most violent neighborhoods,?! by 
purchasing and “reactivating” real estate and materials, respectively, society has long 
since written off. An impressive coup, Stony Island Arts Bank opened to high cul- 
tural acclaim during the first ever Chicago Architecture Biennial in October 2015. 

The Arts Bank, as staff and volunteers call it, is, for Gates, a work of art in itself. 
It houses the reactivated detritus of culture, both high and “low.” The Arts Bank’s 
special collections include the former editorial library of Johnson Publishing Com- 
pany, the publishers of Ebony and Jez, lifestyle magazines beloved by millions of Black 
Americans, Instagram-ready as a (functional) stunning installation environment; + 
the sixty-thousand-strong collection of de-accessioned University of Chicago Glass 
Lantern Slides; the Edward J. Williams Collection, which is comprised of about four 
thousand items which Gates refers to as “negrobilia,” or cultural artifacts including 
consumer goods, crafts, objects, and so forth, that give testimony to the stereotypi- 
cal, degraded images of Black Americans created and consumed in the United States 
and other parts of the world; and Frankie Knuckles’ Record Collection, the patri- 
mony of house music. (People and organizations seem to have a habit of entrusting 
Gates with extraordinary collections of art and cultural artifacts.) 


2 
Blood on the Walls, Blood on the Shelves : 7 
i i hive, library and 
i idi ce, visitors find a “gallery, media archive, | 
: mad lena ner e for Rebuild’s archives and collections. 22 Stony Is 
Pee eke lsat cis It is not only Gates’s own work of art, but 
kis also a work in progress. t a 
pie se flux, one that is intended to be in co-creation with the oe 
a sie hood of which it is a part—calling to mind Balshaw’s insis er 
a ea eodali¢p “The cultural impact of museums is about bringing eee 
aan bbjects and artists together in a conversation’ about how we un 
ideas a 


ourselves.” : 
The Arts Bank’s programmi 
expetience, history, and culture. 


ng and. events center celebrate the Black oan 
Stony Island Arts Bank's past and asa a = 
clude concerts, DJ sets, film screenings, exhibitions, artist residencies, . ae 
eh Aiur like Thelma Golden. In summer 2016, Michelle Obama an: 


isi k while the author was there. ; 
wet Deak iar is an attraction unto itself. a eared Gates ee a 
downsizing of Johnson Publishing Company, the pene - ahepeinre es 
source for writers. Founded during World War II, the C ee cee viens caid thet 

than a Black American success story. The company's pu icat hari 
faslaes ventures, in a way, held Black America together, transmitting 

us. ‘ ? > 

: i days. 

: ration, and the coming of better days. na 
ey eee the Arts Bank is worthy of a pilgrimage. Books the - ans 
in cribed with personal messages to the Johnson Publishing ee aee ally 
] h H. Johnson make up a part of the collection. One may gaze upon eae 
oe “J splendor, tens of thousands of books strong, knowing the ai sent 
lie nh ss ot en ng fo 

ith volunteers deci 

cataloging were communal endeavors, wi a 
tion scheme that was meaningful and intelligible o them. = hold the prom- 
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sa Gaoral and theoretical developments from which your aes ash ha 
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institutions have “invested in a culture of transformation project.” Marsh articu- 
lates a vision that could carry art museums, libraries, and other cultural heritage 


organizations into the future, to life as it is lived now: 


The 21st-century museum is not there just to care for and conserve collections. They're 
offering us, the “public,” much more than the passive act of viewing. They provide us 
with a space—digiral and physical—where we can redefine and immerse ourselves, co- 
create and co-curate, content we can activate and dynamic environments for shopping, 


eating and socializing. They also communicate their relevance by reflecting the world 
in which they exist.?” 


In the same way that the past isn’t even past, the United States has never been what 
it used to be. Rather than cause for alarm, it is a beckoning to true freedom. Lies, 
illusions, and encumbrances that warp understanding of self and others can be shed 
to make way for the complexity of humanity and lived experience. 

There are many ways forward to a future that embraces the humanity of all. The 
knowledge is there; perhaps one way would be art museums collaborating with or- 
ganizations that are already serving communities of color. Any such collaborations 
or partnerships must be undertaken with humility, self-awareness, and willingness 
to take responsibility for institutional and personal actions that uphold oppression. 
Make no mistake: the future of museums depends upon authentic connection to the 

communities that have proven themselves endlessly vital and creative. 
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Artists’ Books in Art Museum Libraries 


Anne Evenhaugen, Smithsonian Museum, American Art Museum 
and National Portrait Gallery, and Tony White, The Metropolitan 
Museum of Art 


WHAT IS AN ARTIST’S BOOK? 


Artists’ books were an important part of the avant-garde experimentation in the vi- 
sual arts, origins that can be traced to the late 1950s and continued into the 1960s. 
This was a time of experimental ideas and actions, seeking to get art off the wall and 
into the hands of the viewer. Examples of such anti-establishment artistic activities 
included happenings, performance art, mail art, Fhixus, and conceptual art. By the 
early 1970s, curators began attempting to define and describe these publications. In 
1973, Diane Vanderlip curated an exhibition at the Moore College of Art in Phila- 
delphia entitled Artists’ Books, and the phrase stuck. Following this exhibition, book- 
shops were founded to sell and distribute these unusual publications: Ast Metropole 
(Toronto) in 1974, Other Books and So (Amsterdam) in 1975, and Printed Matter 
(New York City) in 1976, among many others. 

Since Vanderlip’s exhibition, many people have attempted to refine the defini- 
tion of what constitutes an artist’s book, and librarians have had to manage these 
varying interpretations. The simplest definition uses the Duchampian prompt: “it’s 
an artist book if the artist says it is.” In her essay “The Artist's Book Goes Public,” 
Lucy Lippard described an artist's book as “neither an art book (collected reproduc- 
tions of separate art works) not a book on art (critical interpretations and/or artists’ 
writings), the artist's book is a work of art on its own, conceived specifically for the 
book form and often published by the artist him/herself.”! It is important to sepa- 
rate the artists: books published before Diane Vanderlip’s exhibition from those chat 
came after. Following her exhibition, artists began using the phrase artists’ books to 
describe an intentional, self-conscious practice of publication and object production. 
Duncan’ Chapell’s “Typologising Artists’ Books” is an excellent, concise source for 
the definition of artists’ books and related publications, such as zines; book objects 
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or sculptural books, Fluxus editions, 


books.? The term “artist’s publication” 
artworks of this genre, 


Figure 4.1. Selection of artists’ books in the coll 
American Art Museum and Nation 
National Portrait Gallery. 


ection of the Smithsonian Museum, 
al Portrait Gallery. Photograph by Mark Gulezian, 


Collecting artists’ books can present challen 
art Museum context, especially if the mu 
tion of artists’ publications. For example, 


ges for some librarians working in an 
seum’s curators maintain a separate collec- 


museums may treat artists’ books as “works 
on paper” or as fine illustrated books, and these are most often handled as artworks, 


housed in art storage facilities, and tracked by the registrar. Libraries have a decidedly 
need-based definition; as organizers of information, librarians must be able to clearly 
identify something in order to classify it. To the librarian an artist’s book is a book, 
first and foremost, This chapter aims to assist the art museum librarian in assessing 


an existing collection, in adding to or building a new collection, and in caring for 
artists’ books. 


EXISTING COLLECTION ASSESSMENT 


Librarians that arrive in a new role h 


ave the opportunity to begin evaluating the 
collections under their management; 


this might include artists’ books and related 


pop-up books, fine printing, and illustrated 
can act as an umbrella term for published 
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i llection has not been curated, and one must de- 
| sei sali ye backs and, as noted previously, the definition of an 
a Por is still up for debate. Many artists’ and photobooks of the 1970s (see 
sci 2) were stickered, stamped, and placed on the circulating shelves of libraries. 
pig then a contemporary phenomenon, some librarians didn’t identify them 
P vurtnpe etcs materials, because these books looked much like other ngs 
oa BP iiticsdons Regardless of the definition one adopts, determining the 
bionic ie artist and the ultimate place in the library can be exciting. 
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Figure 4.2. Cynthia Marsh, The Sporting ( : 
Publications, 1975). Photograph by Tony White. Page detail. Thomas J 
Watson Library, The Metropolitan Museum of Art. 
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In evaluating existing materials on the shelves, a simple method is to determine 
first if a publication is an artist’s book or an exhibition catalog. If there is a checklist 
of art works, or an essay describing the exhibition or works on exhibit, it is an exhibi- 
tion catalog and is likely not an artist’s book. 

Another method of collection assessment is to see what peer institutions have 
collected and identified as artists’ books, This can mean comparing the collection 
to other institutional repositories or catalogs—which is also a useful way to become 
better acquainted with the genre on the whole. Major institutional repositories, such 
as The Museum of Modern Art Library or the Joan Flasch Artists’ Books Collection 
at the School of the Art Institute of Chicago, have their collections fully described 
on OCLC or a stand-alone online database. However, be wary of publisher descrip- 
tions or materials in which OCLC records have received shelf-ready copy cataloging 
by an outside vendor. These may take a much looser definition of an artist’s book 
than an artist, art librarian, or art historian would. As attention to artists’ books 

has increased, so has scholarship on the genre, and using exhibition catalogs, dealer 
mail-order catalogs, and checklists may also bring examples or active artists to light. 


COLLECTION DEVELOPMENT 


Whether building a collection for the first time or adding to an existing collection of 
artists’ books, defining what to collect (as well as what not to collect) is vitally impor- 
tant. Paramount for the art museum librarian is to hone the focus to their museum's 
current and prospective collecting scope. Artists’ books can show dimension in an 
artist's oeuvre, include new or marginalized voices, highlight specific artistic practices 
in a new light, or tackle subject matter with a depth not possible in two-dimensional 
works, and therefore enhance the museum’s ability to tell its story. But the library can 
only justify acquiring what dovetails with the overall institution's primary mission. 

When building a collection of artists’ publications, one can consider artist, for- 

mat, binding, printing, structure, content, materials, and other unique or significant 
features (see figure 4.3). Other criteria may include geographic area, book format, 
related published works, book objects, multiples, unique works, and binding styles. 
Additional considerations might be whether to include fine bindings, letterpress- 
printed works, illustrated books with poetry or prose, livres daartiste, livres deluxe, 
commercially printed books, and trade edition pop-up books. The collection de- 
velopment policy must address whether a library has the capacity to collect books/ 
objects of unusual sizes or formats. 

On the other hand, one may want to consider what to exclude on a case by case 
basis: books with food, animal carcasses, sticky or scented books, toxic materials, 
damaged books (those that may have been subject to mildew or mold, stained, torn, 
crushed, or burned). If these are owned or purchased, it is important to know that 
it will require meeting additional Preservation and handling criteria. Another option 
is to purchase two copies if the budget allows, so one can be handled and one left 
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Figure 4.3. Kevin Steele, The Deep (self-published, 2012). Photograph by Kevin Steele. 


Thomas J. Watson Library, The Metropolitan Museum of Art. 


unopened and pristine. While preservation may not be the initial ester i 
collection development, it is worth keeping in mind where and how the books wi 
be stored when making acquisition decisions. re - 

Other questions to consider are: Should the collection include books with out ‘i 
date media, such as CD-ROMs, diskettes, cassettes, records, or im ine prin A : 
i i bout Fluxus objects such as Flux Dec: 
if so, what are the playback options? What a 
or Smile in a Box, sculptural book objects such as those by Barton Benes hats 
Clerx, or altered books such as those by Melissa Craig or Brian erence at : 
the library's tolerance for collecting ephemeral works? Even though a boo i oe 
by an artist, it still must meet the criteria set forth in the library's collection 5 op 
ment Belicy which should reflect the museum's needs, and ensure there is little to 
no duplication with curatorial collecting. dks 

Ha librarian working with an existing collection has determined its scope and ae 
it should develop in the future, undertaking a gap-analysis of what ate rie es 
been overlooked is another helpful step in managing artists’ books. If the i ini ey 
a strong existing collection of conceptual materials, but lacks publications ef 
Lewitt or Cynthia Marsh, the librarian can begin to build a desiderata list for future 

urchases and solicitations of donations. in 
, Whether numbering a few hundred or a few thousand, an artists’ books he, 
in an art museum library may be restrained due to budget, storage, staffing, an 
time limitations associated with specialized care, handling, cataloging, Senne 
Preservation, and teaching with the collections. However, there are many rion 
ties to ensure representation and activate even a smaller collection within these areas, 
depending on staff interest and expertise. 
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ACQUISITION STRATEGIES 


The most common methods for acquiring artists’ books include firm orders (online 
and in person), approval plans, book fairs, and direct orders from artists and pub- 
lishers. Larger institutions may be able to afford to subscribe to every publication 
offered by a press or vendor, such as Granary Books or Printed Matter. Firm ordering 
—title by title—is time consuming but rewarding, and allows the librarian to learn 
more in-depth about the books they acquire. This can be done through book arts 
dealer websites, or in person when visiting bookshops or book fairs. If buying from 
a vendor or direct from an artist in the United States, the supplier may need to 
complete an IRS W-9 tax form for the initial transaction. Payments made through 
online payment portals such as Square or PayPal may allow payment without pro- 
cessing the IRS forms, but this should be confirmed with the museum’s budget or 
procurement office. 

A valuable source for acquisitions is the exhibitor listings for any of the inter- 
national book fairs. For example, the MISS READ fair (Berlin) and the New York 
Art Book Fair list their exhibitors online. Almost all of the exhibitors include links 
to their websites. This sounds obvious, but some do not take the time to visit the 
websites of these publishers, artists, and distributors to purchase titles as part of 
collection development, and this review can prove valuable, especially as unique or 
popular titles may sell out quickly. 

Buying in the field on behalf of an art museum library can be challenging. One 
may not have immediate access to the online catalog to check holdings. Not every 
vendor takes credit cards, and few are willing to send a copy of the book without 
receiving payment first. Occasionally a librarian may request to receive books first, 
then process payment, but individual artists or small publishers might not be ac- 
quainted with this practice. In addition, when buying for an institution, individual 
artists will also need to create an itemized invoice and provide an itemized receipt. 

It may be best to ask the dealer or artist to place the book on hold for the mu- 
seum to complete purchase through the normal workflow. It is preferable to request 
that the supplier ship the book to the library with tracking and insurance, rather 
than hand-carrying the item, to protect the investment in case of damage in transit. 
Books purchased online with a credit card may not require separate tax forms; the 
payment generates an electronic invoice and receipt, and the book is mailed directly 
to the library. 

Many times book artists or dealers will contact the library about visiting in person 
to display books that they have for sale. This can be rewarding yet time-consuming 
when acquiring material, and it can be difficult to resist sales pressure in the pres- 
ence of the artist. Those choosing to visit with an artist should take the opportunity 
to document how the artist handles the book and ask questions about materials, 
methods, and content. These notes will prove useful later when cataloging the work. 
Librarians may prefer to work with artists and dealers by visiting a website or hav- 
ing a paper prospectus sent to them. If a librarian is then interested in examining 
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it sent on approval. If the librarian decides to 
a anne an ee eee ee be Ae to the bill. Should the librarian 
ae oe to vivichvise the book, the library pays for packing se crue re 
, Funding for the purchase of artists’ books may compete f irectly ve es 

ting the acquisition of other books for the library collection, tho ie : 
este ‘an endowment specifically for the acquisition of artists books. Ano 
fe is acquisition through gift pare and anal say nage : 
intended to offset the costs of processing. Many po onors as 

eae their books or archives Maree me De aes 
igni i talog, preserve, and make co 
fe Se ferde Tibet ae consider storage costs for every volume 
ie oe on-site or off-site, in perpetuity, often surprises eae ai aig: 
to accept a large donation of books, a library should consider ean sf ace 
offset costs to preserve and make the books accessible. If one c eae ; mee 
donation, the United States Tax Code may allow charitable deductions ‘or ae oe 
from individuals. A collection should be appraised bya qualified ee z - oS 
donation is made, and donors may be able to take the appraised value of the 
as a tax deduction against their annual taxes. 


RECEIVING, PROCESSING, 
AND CATALOGING ARTISTS’ BOOKS 


The acquisition, receiving, and processing of artists’ books is similar i ae? apts 
books; however, artists’ books do present challenges to any library. The staff wi cea 
to determine the threshold for treating these publications as artworks sean ae 
trade monographs. Will the library retain the wrapping pairs i wi . ain a 
atrives, or any ephemera that comes with the book? Should these € ee aahas 
book, in a special enclosure, or stored separately, perhaps with other ae ye 2 
If the latter, where should they be stored, cataloged, and arranged (see figure 4. : 
The library should develop a procedure for photographing books be eek a. 
record how a book was packaged, the covering material used, and the if - | 
tion after opening. The library must decide if artists’ books will a a age 
or if an image management program such as CONTENTdm rues provi Mon 
access to these unique materials. Libraries may also use their digi eel mat = 
ment system to add thumbnail images to the online catalog record, = i ee 
856 MARC field. Bookplates should not be used unless on housings a a . 
can select a location in which to write the call number in pencil. et es : ou = 
placed ‘only on the enclosures or on acid-free, lignin-free paper bookmarks—ne 
o ; 
Sehiae for identification and description is the primary natn abel 
museum libraries to make collections accessible. As mentioned ‘gine ys — 
ists’ books don’t always look special, and items that have been poorly cataloged by 


UNIVERSITY OF MICHIGAN LIBRARIES 


HI 
HEATH 


WL | 
WT 


38 


Anne Evenhaugen and Tony White 


Figure 4.4, Jan Voss, Detour (Amsterdam: Boekie Woekie, 
White. Page detail. Thomas J. Watson Library, 


1989). Photograph by Tony 
The Metropolitan Museum of Art. 


non-specialists may make for ineffective records. And artists’ books may lack the basic 
bibliographic information a librarian requires, or they may have characteristics that 
are difficult to describe. A cataloger may rely ona colophon, the artist’s website, or any 
documentation the collecting librarian has gathered. Rare book cataloging guidance 
can be especially useful, as it is suited to treating the book as an individual object and 
to describing materials, collation, binding, provenance, and so forth. The terms for 
artists’ books’ description and the rules for cataloging are still improving, and current 

standard texts to guide the cataloger can be found in the reference list of this chapter. 


STORAGE AND PRESERVATION OPTIONS 


Secure and protective storage is im 
in the library. Artists’ books do not 
may have loose elements, non 
non-standard content or pages, 
material. Enclosing, preserving, 


portant for housing and accessing artists’ books 
generally conform to publishing standards. They 
-standard wrapping materials, bags, photographs, 
toxic materials, food, and basically every imaginable 
and making them available for viewing is often a 
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i for oversized objects? Is there 
challenge. Does the library have proper storage areas t 
access Ee who can make protective enclosures for storage and handling, or 
cher be sent for training? For published books that are in the form . a 
F ie dex, storage and access are simplified, but the library must consider these 
a va bs preserve and make these materials accessible for the long term. 
i storage space with a dedicated heating, ventilation, site 96 aioe es 
ibrari best with what they have. At a 
is ideal, but most libraries must do the i “ 
Meri, sta ; should store books on metal shelves in a light- oe ae = 
, I i i hen custom-sized to each title to 
. Protective enclosures are most effective w 
digiiiee Bal support, especially for oversized or unusual formats, and wir 
nal grants may be available for procuring. As an alternative, a library vas sa see : 
i i i ber order in acid-free, lignin-free hanging file 
that are %-inch thick or less in call number rai fa 
folders in a metal filing cabinet, spine side down. g 
implemented at numerous institutions. 


HANDLING, USE, AND DISPLAY 


ists i ndling procedures similar to those in special collections 

epson ame d sd aicrcieglars and should have similar circula- 
i i d use policies. 
eines be ch ae ied access to individual users and gee 
Policies should be shared in advance and include details such as ni HI ; 4 
visitors to wash their hands after arriving at the ew canon} venient rf 
pencils (libraries should provide these) for notes, an t i ee 
, beverages, and chewing gum should be strictly prohibited whe g 
id and personal items a son or bags iii _ mer gascbyian 
the reading area. Entrance into special collections storag Ae a ma 
i visitors should be asked to use the online catalog in 
on. een oe Librarians should take care not to make exceptions to 
icies, even for curators or donors. 

al presentations for group use is similar to peste i 
tare books. Arranging tables and chairs to avoid crowding, cleaning ; “get fs 
the tables, and using placemats (11" x 17" pieces of paper suffice) and fo Pine 
in front of each chair with an artist book on each mat. The sperm ines ag 
in the room and be available to answer questions and to ensure the - ois i 
handled correctly (or not handled at all). Books should stay on . e i 
pulled into a reader's lap to support and protect the Aa t a 00 we = 

Opportunities for exhibition, guest lecture series, and social media hs sie 
all great advantages of building and sustaining a collection of artists’ pu ope 
the library. “Show and tell” sessions for visitors in the museum Oo or rare : 
viewings can bring in new artist’s book lovers and open up a hi : en co ina 
Museum librarian may also consider informing curatorial staff of new acq 
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to spark their interest, such as in a regular “new and notable” book list disseminated 
to all staff. 

The primary challenge with artists’ books is that they are a haptic medium, meant 
to be handled and touched, to be read and experienced. Presenting artists’ books in 
exhibition cases is necessarily an exercise in frustration in that the books can only be 
viewed under glass. Yet displays are critical to promote the collection. Librarians are 
encouraged to spend time learning about exhibition best practices—do not overfill 
the cases, give the books room to breathe, and make sure to plan the layout of books 
and labels in advance. A basic knowledge of making or purchasing book supports 
and wedges and providing the appropriate lighting and length of light exposure is 
essential. If one has little or no knowledge of such practices, museum colleagues or 
a consultant can provide suggestions. 

As with special collections, if the library is willing to lend artists’ books, there 


should be a basic loan policy in place. Will loans be made only for the institution's ° 


exhibitions, or to other museums and libraries? Will the museum registrar's office 
offer support in working through a standard facility report or issues of insurance, 
shipping, and display? What if conservation is needed prior to lending? Who is re- 
sponsible for damaged or lost books? 

In addition to displays or exhibits of artists’ books, the library can explore op- 
tions for online exhibits or social media such as blogs, Instagram, or Tumblr. These 
provide several benefits, in preserving works while allowing visual access, increasing 
awareness of collections, and disseminating information about the works beyond the 
walls of the institution. There may be considerations with respect to copyright and 
fair use, but if the institution has a social media policy, there may be opportunities 
for promoting the artists’ books collection using current and relevant applications. 


FINAL THOUGHTS 


Taking time and care to manage a collection of artists’ books and publications, while 
more labor intensive than general library collections, is a satisfying opportunity 
for librarians. As with any special collection title or volume, artists’ books have a 
special status in chat they are publications that serve as research resources as well as 
art objects. Working with colleagues, donors, dealers, and book artists can enhance 
connections to the books and create further opportunities for engagement with visi- 


tors, scholars, artists, and visionaries interested in how artists are transforming books 
in new ways. 


NOTES 


1. Lucy Lippard, “The Artist’s Book Goes Public,” in Artists’ Books:.A Critical Anthology and 
Sourcebook, edited by Joan Lyons (Rochester, NY: Visual Studies Workshop Press, 1985), 45. 


; 
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2. Duncan Chapell, “Typologising the Artis’s Book” Art Libraries Journal 28, no. 4 
(2003): 12-30. 
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Where to Buy Artists’ Books 
Artist’s Book Fairs (Los Angeles, New York, Seoul, Tokyo, aa ek me ae 
: : . e : 
ional Book Art Fair; 8-Ball Zine Fair (Tokyo); 1 Never ead, Art Bo asel; L 
Maue Maine MISS Read Artist Book Fair (Bediin); Offprint Art Book Fair Paris and 


London; Rencontres d’Arles. _ ; 
Art ate (Toronto); Boekie Woekie (Amsterdam); Buchhandlung Walther Kénig (Ber 


lin); Dashwood Books (New York City); Flotsam Books (Tokyo); Motto Books (Berlin); 
Panel Matter (New York Ciry); Ulises (Philadelphia), among many others. 


Cataloging Resources - 
Art Libraries Society of North America. Artists’ Books Thesaurus. http://allisonjai.com/abt 


Ivocab/index.php. ee 
‘ersasndeiee A, Boulanger, S., and Stepantic, L. Manual for Artists’ Publications (MAP): 


Cataloging Rules, Definitions, and Descriptions (Research Centre for Artists’ Publications at 


the Weserburg/Museum of Modern Art, 2010). 
White speak P and Lawes, L. Artists’ Books: A Cataloguer’s Manual (ARLIS/UK & 


Ireland, 2006). 


Researching Artists’ Books Online 


Archive Artist Publications, Munich, Germany, www.artistbooks.de 
Artexte, Montreal (Quebec) Canada, heeps:// e-artexte.ca/ 
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Book-Arts-L, https://www.philobiblon.com/book_arts-I.shtml 

Centre for Artists’ Publications, Bremen, www.weserburg.de 

Library of the National Gallery of Canada, Ottawa, Canada: The Art Metropole Collection 
Database, http://bibcat.gallery.ca:8 1/screens/opacmenu. html 

The Museum of Modern Art Library, DADABASE, http://arcade.nyarc.org/search~S8 

The National Library's Collection of artists’ books and multiples, http://bibcat.gallery.ca/ 

Study Center of Museu d’Art Contemporani de Barcelona, www.macba.cat 


Victoria and Albert Museum, London, United Kingdom, V&A Artists’ Books Database, www 
.varn.ac.uk/page/a/artists-books/ 


Selected Notable Collections with Artists’ Books 


Clark Art Institute 
Cleveland Museum of Art, Ingalls 
Jack Ginsberg Collection on Artists’ Books, Johannesburg 
Library Indiana University, Bloomington 
Library of Congress 
Metropolitan Museum of Art, Thomas J. Watson Library 
Museum of Modern Art 
National Gallery of Art 
Otis College of Art and Design 
Rhode Island School of Art and Design 
San Francisco Museum of Modern Art 
School of the Art Institute of Chicago, Joan Flasch Artists’ Books Collection 
Smithsonian Libraries 
Stedlijk Art Museum Library 
University of California, Los Angeles 
University of Washington, Allen Library 
Victoria and Albert Museum 
Walker Art Center 


Yale University, Robert B. Haas Family Arts Library 
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Managing Physical and Digital Artist File Collections 


Alexandra Reigle, Smithsonian Museum, American 
Art Museum and National Portrait Gallery, . 
and Simon Underschultz, National Gallery of Australia 


Many art museum libraries have built distinctive special collections that aa 
artist files—ephemeral materials collected over time that document 4 sie a 
and’ practice. ‘Also called vertical files, ephemera files, or personality iles, chee 
vital to research on contemporary and lesser known artists, often providing criti 

information not available elsewhere that may verify a theory or completely change 


the trajectoty of a research project. = 


PHYSICAL EPHEMERA 


Types of Materials 


Physical ephemera files are primarily secondary source published ane mass- 
produced and not intended to last for a long time. Because of this, researchers he 
often surprised to find that ephemeral files often contain extremely rare items fi 
may have high research and monetary value. It should be noted that some Pi ile 
collections include primary source materials such as museum correspon ie . 
pieces of ephemera with marginalia. The scope of each library's collection depends 
on its collection development policy. 

. . . . € 

The most common items in artist files, as seen in figure 5.1, include a wide rang 
of formats: 


Announcements, architectural drawings, artist statements, artworks, auction aoe 
brochures, checklists, commercial gallery catalogs, clippings, cultural astifacts, ne 
digital files, exhibition catalogs, institutional publications, interviews, invitations, sn 
nals, mail art, manifesctos, manuscripts, maps, memorabilia, microforms, negatives, 
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ieee MORTON ALtPorr 
COMMEMORATIVE EXHiarON 


seg tented 
rahi rey 


Ss wate Manian — 
>. 


Figure 5.1. Colonial artist Mary Morton Allport’s 
lery of Australia Research Library and Archives. 


(ht <a 


artist file, held in the National Gal- 
Photograph by Simon Underschultz. 


histories, pamphlets, photographs, postcards, posters, 


Press releases, price lists, prints 
Private view cards, resumes, scripts, serials, slides, ower 


and transcripts. ' 


Collection Development 


Many ephemera collections were for 
files that may have always been collecte 


were not candidates for full cataloging. 


tovide easy access to hard-to-find i 
filing -find materi- 
als that curators and librarians had been collecting. 


artist files also benefit from having a collection devel- 
especially if the library hopes to keep the collection active 
elp focus the collection and avoid retaining materials that 
he plan and policy should list detailed criteria; these docu- 
tly helpful when the following factors are consid 


opment plan and policy, 
and growing. This will h 
are out of scope. Both t 


ments become particula d 
ered, 


Content 


The topic of the materials usuall 


y matches that of the library and the : 
muse 
collections. Examples are materials “i a 


specific to a country (American), region (Texas), 
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type of art (glass), or identity of the artist (gender, race, gender identity, culture). 
Recently, many libraries have chosen to narrow the topic of their collections through 
collaborative means. For instance, each library within a consortium or within a lo- 
cal region may choose to focus on separate, specific topics (for example, local textile 
artists) that best serve their users and reflect their museum’s collections. Although an 
individual artist file collection might not have everything a patron needs, the librar- 
ian can suggest another collection for the patron to contact. This allows for more ef- 
ficient use of collection space, the ability to devote more attention to a smaller scope 
of materials, and mutually beneficial collaborations between institutions. 
Additional factors such as the local significance and research value of materials may 
also be considered by collection managers when determining what should be included 
in artist files. For instance, considering whether an item has clear publication informa- 
tion or if it has been self-published can be a determining feature when considering 
research value. Clippings from magazines that have no clear citation information may 
be declined. However, some institutions may choose to keep these materials regardless. 


Format 


Artist file collections can lose focus easily if there are no set criteria for what is ac- 
quired. Often the format or condition of the material is important. For instance, items 
that may harm the other materials in the files must be carefully considered and isolated 
ifkept. Photos, photo negatives, slides, newspapers, and very acidic paper all need to be 
specially housed in archival polyester sleeves or non-acidic paper sleeves or envelopes. 


Size 


A common characteristic for determining what will be added to the files is num- 
ber of pages or dimensions. Usually any item with no more than thirty to forty pages 
may be included; any larger item should be considered for cataloging. The physical 
dimensions of the item are also often considered. The average physical dimensions of 
an artist file are often determined by folder size, either letter or legal. Oversize items 
such as posters need special consideration and handling and should be stored in flat 
files or boxes to avoid damage. 


Organization 
Artist file collections usually have two main parts: one is devoted to specific indi- 
Viduals, sometimes referred to as “personalities,” and the other to institutions. The 


individuals’ files contain materials that pertain strictly to one person, such as solo 
exhibition pamphlets. Types of individuals that would have files include: 


Administrators, architects, artists, authors, bookbinders, collectors, connoisseurs, critics, 
conservators, craftsmen, curators, dealers, designers, educators, filmmakers, historians, 
journalists, patrons, printers, publishers, scholars, etc. 
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Institution or corporate files may contain materials about multiple artists, such as 
group exhibition catalogs that were produced by one organizing entity. Filing items 
by the institution assures that materials featuring several artists can be more easily 
discovered rather than filing a copy of the item in each individual artist's file. Many 
libraries include any institutional entity that might have an art exhibition or may be 
a location with significant art pieces, including: 


Academic institutions, architectural firms, archives, auction houses, commercial galler- 
ies, foundations, foundries, galleries, governmental bodies, historic sites, institutes, kun- 
sthalles, libraries, monuments, museums, publishers, religious organizations, research 
centers, private collections, societies, etc. 


The form of name assigned for each artist is commonly based on the Library of 
Congress Name Authority File. Other relevant resources include the Program for 
Cooperative Cataloging “funnel” project for art-related names, the Art Name Au- 
thority Cooperative and the Getty Research Institute’s Union List of Artist Names. 
Using standard forms of names assures consistency within the library and when 
sharing bibliographic information among other institutions. On a global scale, the 
Virtual International Authority File combines multiple international authority files 
from fifty-nine national libraries (including the Library of Congress, the Union List 
of Artist Names, and Wikidata) and subject thesauri into a single service hosted by 
OCLC. This resource links the headings from contributors to a unique numeric 
identifier, which can be added to metadata in linked open data applications. 

In addition to folders devoted to individual artists, subject files are useful when 
there is no reasonable category established in the artist or institution files, such as art 
festivals and award documentation. These may be organized using terms from the 
Library of Congress Subject Headings or other standard terminologies such as the 
Getty Research Institute’s Art and Architecture Thesaurus. 


Collection Storage 


Ephemera file materials are usually held in archival folders that are labeled with 
the name of the individual or institution. An individual or institution may have 
more than one folder depending on the amount of material. These folders are then 
stored in alphabetical order according to name within their respective category. 

The traditional method for storing artist file folders is in file cabinets with four 
or five drawers that can hold legal size hanging folders, as seen in figure 5,2. Flat 
file cabinets or file boxes can be used to hold large format items without folding or 


damaging them. Collections should be stored in a cool, dry, temperature-controlled 
environment with minimal exposure to sunli 


ght in order to ensure long-term 
preservation. 


Ephemeral Survival ; 47 


Figure 5.2. Cabinet drawer filled with artist files, located at the Smithsonian American 
Art and Portrait Gallery Library. Photograph by Alexandra Reigle. 


Access 

There are different options when determining the best way to provide access to 
artist files. The strategy used is determined by factors such as how the collection fits 
within the library collection and the availability of staff and time. 

Most artist file collections are viewed on-site at the library in a way that library 
staff can surveil the patron. Often, artist files are not allowed to leave the library 
for fear that materials could easily go missing due to their small size and/or value 
and that they would be nearly impossible to replace. Because many artist files eed 
contain unique resources, many libraries use access policies similar to those in use - 
special collections or archival materials. However, some libraries do allow their files 
to circulate to staff at their discretion. 4 

Depending on the policies of the collection, library staff may provide patrons ne 
low-quality on-demand scans of materials in the files. Digitization of artists 
would allow for these unique materials to be more widely discoverable; however, this 
Monumental task requires significant funds and staff time, and an institution's com- 
mitment to negotiating copyright issues. Many items included in artist files “ «s 
der copyright, cither by the artist creator or a gallery, publisher, or sesaheaes te n 
the 2013 article “Digitizing Ephemera Reloaded,” author Kai Alexis Smith escri ” 
various approaches that libraries have taken to share these files within the copyright 
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restrictions. These include the Guggenheim Museum's use of “precautions that ad- 
dress copyright issues: a detailed rights and restricted use policy is displayed [on 
their website], the images cannot be downloaded, and the images are not at a high 
enough resolution for publication.” Because of the complexity of copyright compli- 
ance, Smith recommends libraries restrict access to within the library.‘ Although 
the lure of digitizing artists files is strong for many libraries that wish to share these 
important research materials more widely, ensuring copyright compliance, as well as 
the cost and staffing required to do the digitization work, keeps many libraries from 
pursuing this strategy. 

Artist file records that are searchable online and available to the public often 
generate a lot of reference questions. In some cases, these records may be discover- 
able through a library's local catalog or through large library networks like World- 
cat. However, many artist files are not cataloged and discoverable in these types of 
systems. In these cases, access may be provided through spreadsheets, webpages, or 
local databases. Many local databases are built using software like Microsoft Access or 
FileMaker Pro and can allow for greater customization or even integration with other 
institutional databases. Access to these local sources is often, however, available only 
in the library or on a networked drive accessible only by museum staff. 


MARC Records 


Using MARC records for artist files is perhaps the most desired and helpful 
method to provide access to artist file collections. At a basic level, artist file MARC 
records will include the name of the artist, a generic description of what is in the 
artist files, and perhaps a location name or code. This easily integrates artist files into 
the library catalog and ultimately saves a step for researchers. 

Developing a MARC template and cataloging standards for artist file collection 

records is something that was developed somewhat recently and required the input 
of many librarians with artist file collections of various sizes and scopes. The Art Li- 
braries Society of North America’s (ARLIS/NA) Artist Files Working Group released 
Artist Files Revealed: Documentation and Access in 2010 after extensive research with 
its members. This document provides many important recommendations, including 
guidelines for minimal and expanded level MARC records, and sample records,’ and 
is a helpful document for managing many aspects of artist file collections. This docu- 
ment demonstrated how records could range from simple ones with basic informa- 
tion to those that were more robust with added details and extra fields. In 2019, Sam 
Duncan, a coordinator of the ARLIS/NA Artist Files Working Group, published an 
artist file MARC standard built on top of the recommendations provided in Artist 
Files Revealed. The standard was created through further surveying and discussions 
with OCLC catalogers and the ARLIS/NA Cataloging Advisory Committee.® 
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Promotion 


Artist files, like other special collections in the art museum poets can peaciaie 
in many ways. Investing time and effort into promoting this co ee ie 
eficial for a library and its parent insticution. Because many aie wi ae a 
were designed as promotional tools, they often contain — ing graph eae 
can be used in social media posts. Posting images of materi - an ep a ae 
lection, particularly unusual items, can generate atenon an ere sot 
can also be used in programing events like Wiki Edit-a-Thons that suppo 

i d artists organizations. 
gree abreast of the exhibitions and projects sepa es ae - ae 
museum gives librarians an opportunity to search artist files for relevan ee 
could be included. This not only gives the collection more ian ere, so demo ; 
strates that the library has special collections and that it is involved and supportiv 

e museum does. ie 
et has access to exhibition space, it is worth ee ses cao 
tions of art ephemera to increase exposure to wider audiences. It is Iso good Pe : 
to include artist file materials during tours or special events in the library. a op 
portunities can be tied to announcements of new donations of material or show- 
case research utilizing the ephemera collection. A great example is the ey aie 
of Modern Art Library exhibition, Please Come to she Show, curated by a werd : 
Modern Art Library bibliographer David Senior, which included specially selecte 
materials from their artist file collection. 


DIGITAL EPHEMERA 


Ephemera files originally began as collections of printed materials distributed by mail 
or in person to announce an exhibition or event. Today, this a is eee 
frequently issued to subscribers via email and posted to websites. Li e their ae 
counterparts, digital ephemera may include biographical information, artist 1 
views, and other timely details that serve as the only records of aR 
that curators and art researchers value even more because of the impermanence o 
websites and electronic mail. As a result, librarians have begun to develop new ways 
to capture, maintain, and preserve collections of ephemera in electronic form. es 

This section will explore practical methods for managing digital ephemera collec 
tions as well as ideas for making them accessible to researchers. 


Collecting Guidelines 


As with printed materials, art museum libraries depend on the library's collec- 
tion development policy, financial resources, and staffing to determine the types 
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of digital ephemera collected. Unlike printed materials, however, the sheer volume 
of digital resources (websites, electronic mail, social media) and the measures neces. 
sary to catalog and archive these resources often requires a more focused collection 
policy. For example, the National Gallery of Australia Research Library and Archives 
(NGARLA) collects born-digital ephemera from art organizations and artists based 


exclusively in Australia and New Zealand (see figure 5.3). Although printed material 
on international artists is still acquired, the narrower collecting guidelines for born- 
digital resources will remain focused on Preserving Australian and New Zealand 


art history as a manageable goal—and one that is demonstrably tied to NGARLA’s 
mission. 


ncoring Digital 
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Figure 5.3. List of email subscriptions to art organizations, actively maintained at the 
National Gallery of Australia Research Library and Archives. 


Conversion and Storage 


Born-digital ephemera usually comes to libraries in the form of emails, which are 
not ideal for storage, preservation, and access because their formats rely on in-house 
systems and email preservation software—options not all libraries will have or be 
able to acquire. A natural inclination is to print the emails and simply file them with 
printed ephemera, but this method is problematic for several reasons: in addition 
to the cost to the environment of printing and to the amount of physical storage 
space that will be necessary, printed emails lack contextual information such as links 
and metadata that are essential for discovering and understanding the documentary 
evidence they contain. 

The currently preferred approach is to convert emails to an archival format and 
store them digitally. Interfaces such as extensible markup language (XML) and por- 
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table document format (PDF) have open standards and published codes that Kae 
files to be reconstructed if lost. Among ‘sheer span that arnt spe 
ir preservation strategies, is the most common. ; 
BN cen PP (or PDF/A for idee purposes) formats because they - 
atible with systems already used at the Tate and because PDF is common an 
pe dable by most computers.* Emails must be converted and saved one at a 
a cer in addition to applying consistent and meaningful file acing ; is ; 
time-consuming process and can be a major factor in determining how much born 
can be acquired. 
BR eteaicn does on have a digital asset management system sae 
art museum libraries may choose to save the PDF files in folders on m oo ” : 
worked library drive that is routinely backed up. This is a practical solution that ms : 
suffice until the files can be saved into a DAMS that would provide easier access 
an improved workflow for adding descriptive metadata. 


Discovery and Access 


Discovery of and access to born-digital ephemera poses significant ee 
to those outside of the holding institution. If the digital ephemera is stored on = 
internal networked drive, it remains invisible to the researcher without a eo o 
retrieving and presenting relevant information in a meaningful way. ove mi 
are, however, developing innovative methods to enhance discoverabi adi % “7 
digital ephemera collections. The EH McCormick Research Library at the eee 8 
Art Gallery Toi o Tamaki in New Zealand, for example, has looked to establishe 
resources that could point to born-digital ephemera: 


The Find New Zealand Artists website has obvious potential given its oe as 
a central hub for artist names and artist file listings, It is however, a database o aes 
that points to resources, not a database that contains the resources (such wig i s 
or PDFs). It would indicate to the user that an e-file exists but a visit to is jess 
would then be required, as with the physical files, unless an e-ephemera ‘ft? a ‘ 
here things could get complicated due to copyright issues—were developed for on. 
public access,” 


Australian national copyright policies permit the National Gallery of sano = 
Preserve copyrighted material (including born-digital yom ee and provide anes 
access to staff and public users for the purposes of research. ‘Users can wee ta 
digital ephemera files through the reading room computer simply by searc se e 
folder structure on the desktop. However, ae to a physical files, users often 
n irected to the born-digital collection by staff. = 

cans is currently thapieaisead Ex Libris’ DAMS, Alma Digital, ris 
will allow the library to store born-digital ephemera files in the library yt be ‘ 
than on a publicly inaccessible internal drive. Users will be able to ae sir 
ephemera when they search the online catalog for artist names (a MARC recor 
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exists for each Australian and New Zealand artist file in the physical ephemera col- 


lection). Copyright restrictions require that digital files are accessible only at the 
NGARLA through a designated range of IP addresses. 


Art Websites 


Gallery and artist websites are important sources of information for researchers 
and have also replaced paper-based documentation in many ways. Websites can be 
artistic expressions themselves—the graphic design, layout, and even the site naviga- 
tion are sometimes used in creative and unique ways, and the biographical and ex- 
hibition information they present can be invaluable. But websites can be even more 
ephemeral than their paper counterparts and often disappear into the digital void 
without a trace. Using web archiving methods, numerous libraries have been able to 
preserve art websites and make them accessible for future research. 

Web archiving basically entails harvesting and capturing “snapshots” of websites 
as they appear on the live web at a specific time—generally through the use of a 
web crawler—and storing the web captures in a standard file format for future 
preservation and access.'! There are a plethora of articles’? on web archiving, so this 
essay will not examine the detailed processes involved, but instead will explore how 
art libraries might incorporate web archiving into their digital ephemera capture 
strategies. 

In 2010, the NGARLA established a partnership with the National Library of 
Australia to archive websites in PANDORA, Australia’s web archive. Currently, ten 
partners contribute to PANDORA. Each has its own set of selection guidelines 
based on their area of responsibiliry—the National Gallery of Australia’s focus being 
websites related to Australian visual arts. All partners utilize the PANDORA Digital 
Archiving System to contribute titles to the archive, which is located centrally at the 
National Library.’? The PANDORA partnership and the New York Art Resources 
Consortium (NYARC) examples emphasize that entering a collaborative network is 
an effective method to begin a sustainable and successful web archiving program. 

Art museum libraries can capture, preserve, and make accessible art websites by 
engaging in partnerships and leveraging web archiving tools already established. For 
example between 2013 and 2015, NYARC, which comprises the Brooklyn Museum, 
The Frick Collection, and The Museum of Modern Art, established a collaborative 
web archiving plan and subscribed to Archive-It. Since Archive-It’s launch in 2006, 
over six hundred partner organizations have used its end-to-end hosted solution to 
create, store, and provide access to collections of web content."4 


COMMON CHALLENGES 


Printed and digital artist file collections, although extremely valuable, are not always 
a viable option for all art museum libraries. Many collections have been moved or 


store apa 
aintain the collection. 
equately m 
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4 where they cannot be easily accessed because libraries are not able to ad- 


os | 
Lack of Time and Resources 


files at y = -Intensive. there isa steady 
é extremel labor and ume ve. W hen stream 
Agtist 


Re ; ey 
of materials coming from museum staff and art institutions, it is we an : 
; om . . . . n ei 
keep up with: filing and reformatting. While many libraries depen on . u : 
Ne or this process, it may not be enough. Determining what items to oe an 
cee : is 3 : * . . . usu- 
when new fites should be made also requires high-level research work, which is 
i. 


ally che task of library staff. 


Lack of:Space and Proper Facilities 


Many libraries do not have the facilities to house the collection in a Leute bes . 
provide access. Art museum libraries already have a difficult time es = ma 
their footprint in museums and often this can mean that there is no p : pe 
store the files. This may force libraries to locate files in off-site storage that Is 

expensive, and discourages use. 
Bren if ies is sae for artist files, they may not have the proper aie 
storage conditions; archival folders, filing cabinets, and climate saga ee seh 
In the case of digital ephemera, some libraries do fot have ea to sane 
and manage their collections. In both cases, if the items cannot be stored sately, 
is a greater chance that the materials will be damaged or lost. 


Atypical. Material Formats 


Librariaris encounter donated ephemera in the form of thumb drives, CD es 
and original artwork that cannot be easily cataloged but still a seas 
There are ways to work around some of these atypical materi ge gu 
printing out items from the CD disc or providing special housing on ry si ve 
work. Tedious methods like these are dependent on how much staff, supplies, 
ti ed to an artist file collection. 

‘Ocal oike os manager is faced with determining whether an item sn 
significant research value, if the item’s placement in the artist file collection por 
the best access and context, and if the item will be harmed or cause harm ee er 
items in the collection. If the item has significant research value but does not be os 
in the library, it is best practice to determine a suitable home for the Aa ie : s : 
ferent department within the institution or a different weer ee a . 
instance, an original artwork could be offered to the museum collection 2 
archives of another institution that holds the artists papers. The desire to = 
an item, especially if it is particularly rare or interesting, should not take precedence 
over determining the best repository for an item. 


+ we 
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Collection Bias 


Museum collections have systematically ignored artists due to the color of their 
skin, their gender, or gender identity, a topic heavily covered and supported statis- 
tically in Maura Reilly’s book, Curatorial Activism: Towards an Ethics of Curating. 
Artist files usually reflect the collecting of their institution, acquiring heavily on the 
artists within the museum’s collection. It can be argued that ephemera collection 
bias is primarily the result of passive acquisition that relies on legacy donations. 
However, as Lucy Lippard emphasizes in the foreword to Curatorial Activism, cura- 
tors and collection managers should feel an ethical obligation to “intervene” when 
biases and voids are noticed.'® To ignore these issues would be a form of curatorial 
laziness, “an unwillingness to think beyond the precedents, out of the box, around 
the block, out of the comfort zone that can result in involuntary misogyny, racism, 
homo/lesbophobia.””” Librarians should devote time to analyzing gaps and research- 
ing proper names and terms will serve to strengthen collections and promote equal 
representation and access. If time cannot be dedicated to proper ethical methods that 
acknowledge and confront bias, the collection suffers. 


CONCLUSION 


The value of artist files is often extolled by art museum librarians and patrons alike. 
Their research value is undeniable, but librarians can look deeper and think about 
opportunities to promote their collections and advocate for the expense that comes 
with their growth and maintenance. Although born-digital ephemera collection 
management is still in its infancy and its true potential as an art research resource has 
not yet been realized, the way in which printed ephemera collections have connected 
individuals with art history through their value as culrural evidence amply demon- 
strates the remarkable success art museums have had with building and promoting 
these resources. It doesn’t take much effort to imagine born-digital ephemera collec- 
tions holding just as much value to art museum libraries in the near future. 
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Building Web Archive Collections 


in Art Museum Libraries 


Sumitra Duncan, The Frick Collection/New York 
Art Resources Consortium 


Art museum librarians are seeing a shift to web-based publishing for creative and 
scholarly output from galleries, artists, arts organizations, and researchers. Many 
.tesources that have traditionally been collected in print format by art museum librar- 
ies‘and archives now pose new challenges to collection and preservation, especially 
given that born-digital publications are highly ephemeral, in that websites might 
only exist for a number of days before changing or disappearing. Web archiving, or 
the process of collecting web-based content with a web crawler and preserving the 
collections in an archival format, is a means of addressing the challenges associated 
with the born-digital publication shift that is currently underway. Web archiving is 
still very much an emerging practice in art museum libraries, with the 2017 National 
Digital Stewardship Alliance Web Archiving Survey results reporting that out of the 
104 total responses, only 2.5 percent of respondents were affiliated with a museum.! 
This chapter examines the evolution of web archiving as a collection development 
practice in art museum libraries, the resource and technology constraints faced in 
engaging in web archiving, and the imperative for preserving art resources for future 
analysis in art history scholarship. This chapter also highlights the potential for scal- 
ing web archiving efforts via interinstitutional collaborations to archive born-digital 
art-rich materials. 


WEB ARCHIVING AS A 
COLLECTION DEVELOPMENT ACTIVITY 


Building collections of born-digital art ephemera anticipates the needs of the future 
art researcher. Art-rich materials are increasingly published only to the web, and 
‘there is a strong likelihood of significant gaps in the art historical record and resulting 
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adverse implications on future scholarship should these resources disappear from the 
web before they are collected and preserved. The final report from the 2013 study, 
“Reframing Collections for a Digital Age: A Preparatory Study for Collecting and 
Preserving Web-Based Art Research Materials,” undertaken by three consultants and 
the New York Art Resources Consortium (NYARC) director’s group, identifies and 
discusses “the organizational, economic, and technological challenges posed by the 
rapidly increasing number of web-based or ‘born-digital’ resources that document art 
history and the art market.”? This study cautions that websites produced by galleries, 
auction houses, and artists are potentially at higher risk of losing content or disap- 
pearing altogether. The study's consultants also warn that “the more an organization 
is focused on contemporary art, the more likely it will publish its materials electroni- 
cally and without a surrogate.”* 

Web archiving is the process of capturing, or harvesting, web-based content with 
a web crawler and preserving the files in an archival format, called a WARC. “The 
WARC (Web ARChive) format specifies a method for combining multiple digital 
resources into an aggregate archival file together with related information.”4 Web ar- 
chiving as a collection development activity offers art museum libraries and archives 
a means of addressing the publication shift from print to digital, a shift that is already 
well underway and will only accelerate. Additionally, archiving specific born-digital 
resources in order to create permanent links in citations of web-based material is a 
necessity for the future of scholarly publication. “Both link rot and content drift pose 
a threat to the long-term persistence and integrity of the new-era scholarly record.”” 

With a plethora of materials being produced and then at times rapidly disappear- 
ing from the web, crafting and approving a collection development and preservation 
policy specific to websites is imperative to building an active web archiving program 
within an art museum library. Policies will ideally outline responsibilities within the 
library or museum for decision-making as it pertains to resource selection and cura- 
tion of web archive collections, as well as workflow and procedural decision-making 
for collection management, harvesting, quality assurance, description, and access, 
and long-term storage and preservation. The initial efforts of developing a collection 
development and preservation policy for born-digital resources could be undertaken 
in collaboration with museum staff outside of the library, but given the collection 
development expertise that already exists within the art museum library, it is logical 
to center web archiving activities within the library or archives. 

Interdepartmental buy-in will remain crucial to the success of initiating a program 
of web archiving. As Emily Rafferty wrote in her article on developing a digital pres- 
ervation policy at the Baltimore Museum of Art, “Meeting with staff and trustees 
to review the policy and incorporating their input resulted in increased awareness 
of the need for digital preservation, improving the likelihood of cross-departmental 
support as well as future funding for digital preservation projects.”6 Integrating the 
practice of web archiving into the art museum library's existing workflows for col- 
lection, description, and access are a clear means of incrementally shifting focus and 
tangible resources to born-digital collecting. The first step in this process requires 
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f « a teview of existing collection development policies to determine how they might 


- be expanded, or if an entirely new policy should be drafted that encompasses these 
emergent, complex formats. 
Globally, dozens of web archiving initiatives are well-established at national. librar- 
1» ,je8 and archives, universities, and research institutions, many of which fulfill legal 
deposit mandates to document national history and preserve national web domains. 
The most widely known.web archive is the Internet Archive's Wayback Machine. The 
Internet Archive began to archive the freely available open web in 1996. Users of the 
Wayback Machine can input a URL or search via keyword to identify previous itera- 
tions of a website at specific dates in time, which can then be viewed and navigated as 
they existed on that date. With 391 billion webpages archived and freely accessible as 
of late 2019, the Wayback Machine serves as a monumental resource to both research- 
ers and the general public. Many art museum libraries are additionally uploading their 
digitized materials to the Internet Archive in an effort to promote their discoverability 
to broader global audiences.’ In 2006, the Internet Archive developed Archive-It, a 
stibscription-based web archiving service, for use by organizations in building their 
owh curated collections of web resources. As of this writing, Archive-It is working 
with nearly seven hundred partner organizations, spanning colleges and universities, 
state archives, state libraries and historical societies, federal insticutions and non- 
governmental organizations, museums, and art libraries, and public libraries.® 
As web archiving as a collecting practice has gained traction in research commu- 
‘hities, additional open-source tools have been developed.over the past few years to 
complement the web archiving capabilities of the Internet Archive and Archive-It. 
One such tool is the Webrecorder software, most recently in development as a proj- 
,ect of the non-profit arts organization Rhizome, with the support of grant funding 
ftom The Andrew W. Mellon Foundation. Webrecorder is a freely available high- 
fidelity capture and replay tool that focuses on harvesting dynamic web content. 
This tool is available as a desktop application and also presently has a web interface 
which can be utilized by registered users to harvest, manage, and access the archived 
sites in collections (either publicly or privately) from the Webrecorder site.? Other 
ffeely available tools for harvesting WARCs or derivative data from social media 
sites include Social Feed Manager and twarc, which are used to collect from social 
platforms such as Twitter, Tumblr, and Flickr, and are extensible to other platforms.'° 


ART MUSEUM LIBRARY WEB ARCHIVING PRACTITIONERS 


As stated previously, web archiving remains an emerging practice in art museum 
libraries, with the 2017 National Digital Stewardship Alliance Web Archiving 
Survey results reporting that out of the 104 total responses, only 2.5 percent of re- 
spondents affiliated with a “museum.” In contrast, 61 percent of survey respondents 
identified “college or university” as their organization type." In comparison with art 
museum libraries, colleges and universities have historically greater access to staff 
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and financial resources to devote to the development and ongoing practice of web 
archiving. However, both organization types currently lack the impetus of a legal 
deposit mandate to collect all born-digital publications produced within specific 
national domains. A 2018 report, Advancing Art Libraries and Curated Web Archives: 
A Community Survey, states that 75 percent of those respondents from institutions 
engaged in web archiving activities indicated that their practice was primarily fo- 
cused on their own institutional web presence.’ Survey respondents noted that areas 
of interest for building future collections, perhaps collected collaboratively, would be 
thematic and include materials such as social media, news and current events, artist 
files, auction catalogs, and born-digital exhibitions.’ Of current North American 
Archive-It subscribers, the following art museum libraries focus on archiving their 
own institutional web presence: Art Gallery of Ontario, Hillwood Estate Museum 
and Gardens, Museum of Contemporary Art Chicago, National Gallery of Canada, 
Nelson-Atkins Museum of Art, Royal Ontario Museum, Smithsonian Institution, 
the Corning Museum of Glass, The Getty, and the Whitney Museum of American 
Art.'4 Art museum libraries and archives such as the New Museum and Newfields at 
the Indianapolis Museum of Art are utilizing the Webrecorder tool to archive their 
own institutional websites. 

Several art museum libraries and consortia within North America are also actively 
engaged in building web archive collections that are subject-based and event-based in 
nature, a challenging practice given the decision-making that is required for selection 
and curation of born-digital resources. The Sterling and Francine Clark Art Institute 
Library began web archiving born-digital content directly related to the Venice Bien- 
nale in 2013. As Andrea Puccio, assistant collections management librarian at The 
Clark, wrote, “with more material being produced solely online with each successive 
Biennale, . . . it became clear that including the web content was critical to maintain- 
ing the depth and breadth of the collection.”"® 

NYARC, which consists of the libraries and archives of the Brooklyn Museum, 
The Frick Collection, and The Museum of Modern Art, is actively building both 
subject-based and institutional web archive collections.'” As of late 2019, NYARC 
had developed a robust collaborative web archive program with ten Archive-It col- 
lections and over six terabytes of WARC files, with content spanning the museum’s 
own websites, ephemeral art resources, artists’ websites, auction houses, catalogs 
raisonnés, New York City gallery websites, and sites devoted to scholarship for 
the restitution of lost and looted art.'® Preserving one’s own museum website is a 
natural first action in tackling web archiving and is an effort that is directly jus- 
tifiable as a collection development and preservation priority to an organization's 
administration. 

The National Museum of Women in the Arts conducted web archiving of 
websites of contemporary women artists on the web between 2011 and 2016 and 
has been archiving their own institutional website since 2011. Heather Slania, the 
former director of the Betty Boyd Dettre Library and Research Center, National 
Museum of Women in the Arts, wrote that for small institutions, “Having a strong 
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reason to begin web archiving is imperative. In general, most institutions respond 
favorably to allocating money to preserve their own histories.”” 

The Art Libraries Society of North America (ARLIS/NA) Artist Files Special Inter- 
est Group conducted a pilot project with Archive-It from 2013 to 2015 to explore the 
capture of born-digital artist ephemera. The Special Interest Group's project resulted 
in the recommendation that “library budgets and collection development policies 
feed to be rethought in order to expand collections from paper-based and digitized 
materials to include born-digital ephemera. In addition to building the collections, 
libraries need to link them so that they can be cross-referenced and cross-searched.””° 


ACCESS AND DISCOVERY 


When engaged in building web archive collections for art museum libraries, it is ad- 
visable to consider mechanisms for access and discovery at the initial stage of program 
planning, and, ideally, to outline procedures for description and access alongside one’s 
collection development policy for websites. Institutional approaches to descriptions 
vary, especially in that programs for web archiving are perhaps based alternately in the 
library or in the archives at museums (should the library and archives operate as dis- 
crete departments). Staff responsible for web archiving can utilize multiple methods 
to enhance user discovery: insertion of links to.institutional web archive captures in 
existing finding aids, creation of new finding aids to represent their collections, cre- 
ation of bibliographic records for specific websites that are archived as part of thematic 
or events-based collections in their collection purview, or telying more wholly on full- 
text search functionality of web archive collections via indexing completed at the time 
of WARC file harvest. Additionally, some web archives are described at the collection 
level only, versus cataloging for each website or for unique objects or documents em- 
bedded in websites that require item-level cataloging. The OCLC Research Library 
Partnership Web Archiving Metadata Working Group produced a report in 2018 
that outlines the variance in descriptive practice across the broader web archiving 
community (art museum libraries are represented in those surveyed, but comprise a 
small subset). Given that web archives are largely unique, OCLC’s report ultimately 
suggests taking a hybrid approach with archival and bibliographic metadata and de- 
scriptive elements, in that there might be “value of blending practices for web content, 
. .. with both bibliographic and archival practice, and may be described at the item 
level, collection level, or both. In some settings, this work may offer opportunities for 
collaboration across multiple organizational units.””! 


BEST PRACTICES AND RESOURCE CONSIDERATIONS 


Tools for harvesting and replaying WARC files, though impressive, are still imperfect 
in their precision and capacity to keep pace with advances in web development. As a 
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result, art museum libraries engaged in web archiving will find it crucial to conduct 
quality assurance reviews of their web captures. “Quality assurance is the manual 
process of reviewing and, when necessary, improving the completeness and accuracy 
of harvested websites. It begins with identifying missing content (web pages, images, 
downloadable documents, etc.) and/or functionality (navigation, responsive scripts 
and applets, etc.).”2? Given the visual nature of many of the scholarly resources 
that are collected by art museum libraries, fully capturing and rendering the visual 
appearance, behavior/functionality, and all embedded data on websites is a neces- 
sity. Lack of automation inherent in many of the available web archiving tools and 
software results in a time-consuming process for those involved in quality review of 
archived sites. Additionally, certain types of content that are frequently deployed in 
web design can pose challenges to being adequately archived and rendered. With 
every website being unique and varying in size, depth, and embedded technologies, 
difficulties can arise in appropriately predicting how much time and effort will be 
required to fully archive specific resources in web archive collections. 

Before art museum libraries can invest in establishing a practice of web collect- 
ing, it is imperative to first develop a policy specific to web archiving and preserva- 
tion of web-based art resources. Given the push and pull of competing priorities 
within the art museum library, the lack of established policy might deter action 
in taking first steps for an inaugural collecting initiative, such as preservation of 
the library’s own institutional web presence. As Archive-It notes, “Conflicting and 
evolving policy decisions from various stakeholders, as well as shifting organiza- 
tional structures and job responsibilities, pose further obstacles to establishing best 
practices . . . stakeholders have not fully adopted the belief that web archiving is 
crucial to their digital preservation activities; as a result, funding remains limited or 
non-existent.’ Gaining approval at art museum libraries for a new budget line for 
subscription-based web archiving software might be unfeasible at many institutions, 
but an approach of reallocating a portion of collection development funds for web 
archiving subscription services would be an intermediate step. This adjustment to 
collections budgets is a reflection of both the realities of constricted art museum 
library budgets in general, as well as the shift of publishing models from one of 
solely print to born-digital. 

Perhaps of even greater concern to budgets of art museum libraries than the deci- 
sions and costs of subscriptions for collecting, storage, and preservation are those 
resource constraints such as insufficient staff time to devote to the practice of web 
archiving. According to the Advancing Art Libraries report, respondents rated “lack 
of staff” and “insufficient budget” as having the highest barrier to engaging in web 
archiving, versus lower barriers such as “lack of skills among existing staff” or “lack 
of discoverability tools for web archives.” Of the twenty-three institutions surveyed 
in the 2016 Harvard Library “Web Archiving Environmental Scan,” it is notable that 
“more than half of participants report having no dedicated full-time staff for their 
web archive projects.”” 


Building Web Archive Collections in Art Museum Libraries ; 63 


Copyright considerations have been a barrier to some art museum libraries grap- 
pling with initiating a web archiving practice, but as Heather Slania wrote, “The 
literature has proven that web archiving is transformative and fits under fair use. 
Copyright issues should not stop art librarians and others from web archiving.”* 
NYARC has thus far sought publisher permission to include websites in their ten 
collections, yet it is often the case that website owners fail to respond in a timely 
manner. The Clark Art Library seeks permission for many of the sites included in 
their Venice Biennale collections, especially those with a login requirement, such 
as Facebook or those blocked by robots.txt exclusion files. For openly available 
sites, such as artist websites, Instagram, and Twitter, they do not seek permission in 
advance, which works favorably for capturing event-based ephemeral content pub- 
lished in real-time. As stated by the Archive-It team, “Not all organizations ask for 
permission before capturing content; many organizations are clear that as an archive 

_ and/or a library, their organization has the right and the mandate to capture publicly 
available content on the live web. ‘Fair use’ is a phrase the Archive-It team hears from 
partners when deciding to capture publicly available web content.”?” 


i 


WEB ARCHIVES AND THE FUTURE 


Determining the ideal means of promoting researcher use of these unique collections 
are dependent on understanding how current constituents and future users will in- 
teract with web archives and their embedded data. The myriad potential uses of web 
archive collections are not yet fully defined, but given the digital shift in publication 
methods, future art research will be largely dependent on digital records. We already 
know that having reliable, persistent links to ephemeral web-published materials 
(including those that have been archived and then vanished from the live web) is 
an imperative. Digital art history use cases such as large scale data analysis utilizing 
WARC files are presently emerging. These use cases in the discipline will seek to 
answer research questions related to collection metadata, longitudinal and graph 
analysis, presentation of named entities that exist across collections, or variances in 
publication trends over time. A great deal of opportunity exists in data extraction, 
text analysis, data visualization, and data mapping from WARC files harvested in 
support of art and art historical scholarship. 

Committing to preserve web resources in the long-term can be a cost-prohibitive 
consideration for many small and medium-sized art museum libraries, especially if 
they define their objectives in a way that requires the need to scale web archiving 
practices dramatically into the future. Establishing collaborations and cost-sharing 
models for web archiving programs, such as the consortial model developed at 
NYARC, will serve to alleviate a portion of the burden posed by growing digital 
storage and preservation requirements for born-digital collections. The libraries 
and archives of the NYARC institutions share the financial responsibility of their 
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subscriptions to DuraCloud for long-term storage; to Archive-It for web archive 
collection harvesting, access, and management; and to NYARC Discovery (the Ex 
Libris Primo product) as an additional access point to web archive bibliographic 
records and full-text search results from their consortial Archive-It collections. 

The co-moderators of the ARLIS/NA Web Archiving Special Interest Group, 
founded in 2016, have led introductory workshops on web archiving at annual meet- 
ings of ARLIS/NA, which has helped to lower the perceived barrier to entry in web 
archiving within the art library community. Additionally, the 2018 to 2020 Institute 
of Museum and Library Services-supported project Advancing Art Libraries and Cu- 
rated Web Archives, undertaken by the Internet Archive in partnership with NYARC, 
further advanced awareness of current use and intention of art museum libraries to 
engage in building specialist art and art historical collections of web archives, as well 
as their need for tools, program development, collaboration, and training. In the 
coming years, advances in web development will alter the experience, look and feel, 
and behavioral functionality of websites and the published scholarship included in 
them. In keeping with this pace of change, web archiving harvesting technologies 
and playback mechanisms will also continue to develop and make improvements in 
an effort to improve fidelity and enhance quality assurance capabilities. As a result of 
these technological enhancements, improved automation, and training opportuni- 
ties, the art museum library community will be better positioned to engage in the 
practice of web archiving in preserving both their own institutional web presence 
and building thematic collections pertinent to the future art scholar. 
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Art museum library’ collections sit precariously between the traditionally siloed 
institutions of libraries and museums. Although both libraries and museums are 
cultural heritage institutions, the staffing, infrastructure, and treatment of collections 
vary greatly from institution to institution. Art museum library collections are dis- 
 tinctive and indispensable to support focused research within their museums, while 

We also boasting exceptional and inimitable objects, materials, and resources. Because 
fr , they encompass the wide range of materials essential to support the work undertaken 
\ my w= —to fulfill the museum's mission through exhibitions, programs, and education, the 
vive H iF f _ library's collections are indispensable components of the museum's operations. Re- 
a = sources range from obscure exhibition pamphlets, artists’ files, books with newspaper 

_ clippings or annotated handwritten notes, countless pieces of ephemera, historic auc- 

} _ tién catalogs, photograph archives, artists’ books, special collections, and digital col- 

| —_ lettions composed of varied file formats across multiple systems. With this extensive 

and all-encompassing range of materials and media, art museum library collections 
require exceptional care. Therefore, for their continued existence and use, preserva- 
$ tion and conservation are equally vital for safeguarding the present and the future of 
i art museum library collections. 

Art museum libraries provide essential resources required for interested users to 
interpret and understand the museum’s objects. Curators and researchers utilize these 
focused resources to analyze and define museum objects more clearly by studying 
and interpreting not only the object's artistic qualities, but also the social, political, 
and historical context surrounding an object’s creation and creator. Research done in 
the library results in published works, professional presentations, exhibitions, or new 
interpretations for the collection as a whole. The value of the art museum library's 
collections should not only be seen in the service of the objects and information they 
provide, but for the future potential and value that has yet to be fully recognized. 


il 
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Library collections, just as the objects of the museum, require effort to be pre- 
served for future research and scholarship, for their intellectual content, and as a 
museum collection in its own right. Because most libraries entered art museums 
in the twentieth century, preservation and conservation efforts have prioritized the 
art object collections of the museum. Unfortunately, this has led to overall neglect 
and the failure to realize the true value and preservation needs of library collections. 
Reasons for this are not completely understood, but factors such as the individual 
institutional histories, the role of education in the intuition, as well as the profes- 
sional practice expectations within a museum could all elucidate potential issues. 
However, in the changing landscape of cultural heritage institutions, librarianship, 
and preservation, it is time to champion a new norm and look toward the present 
and future stewardship of art museum library collections. 


REDEFINING VALUE FOR LIBRARY COLLECTIONS 


Determining value for library collections is an integral step in the preservation 
process, particularly when determining conservation needs. There are many unique 
factors that may contribute to the scholarly value of library collections, including 
collecting provenance marked by bookplates, marginalia added by curatorial staff or 
previous museum directors that display a history of scholarship, newspaper clippings 
or photographs added over the years from librarians or staff members, and even the 
library’s own identifiers and acquisition numbers, Each of these distinctive properties 
can add greater value and scholarly potential to the object and to the collection as a 
whole. Although the value of marginalia and provenance are generally understood, 
other areas of value in library collections may be overlooked or unknown. 
The hierarchical structure traditionally used to determine value for library materi- 
als was based on age, scarcity, market value, associational value, and, more recently, 
“srtifactual” value. This needs to be reconsidered. Exhibition value, aesthetic value, 
inherent value, cultural value, (unknown/ potential) research value, and eviden- 


tial value must all be considered. These values are no longer defined by “rare” or | 


“unique” features, but rather by their present and future needs as a nae : 
many objects containing evidentiary value were produced in the nineteenth an 
twentieth centuries. The artifacts composing art museum library collections contain 
contextual histories of importance and value to art historians, sociologists, book 
historians, literary scholars, economists, bibliographers, media specialists, pee 
and designers, and conservators.? In order to best understand the conservation nee 
of an art museum library collection, the collection must be considered both in terms 
of the needs of individual significant volumes, and preservation and conservation 
strategies that impact the collection broadly. 
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PRESERVATION AND CONSERVATION: 
A UNIFIED EFFORT IN A CHANGING LANDSCAPE 


The fields of preservation and conservation for libraries and archives emerged in the 
latter half of the twentieth century, with a growing emphasis by the 1960s. Inter- 
related and inextricably connected, preservation and conservation go hand in hand 
for the overall care of collections, Although preservation encompasses all factors and 
activities for the care and maintenance of collections, conservation is focused more 
directly on the specific actions undertaken by conservators to examine, treat, and 
care for individual objects. “While preservation is essential to any collecting insti- 
tution, the way it has been practiced varies not only from place to place but from 
profession to profession. The literature in each field reflects overlapping yet distinc- 
tive professional practices and philosophies.” Just as each art museum is unique in 
its mission and collections, acts of preservation are performed in a variety of ways in 
accordance with existing budgets, staffing, and spaces; however, this does not mean 
that preservation and conservation should continue to go forth in this manner. New 
roles, collaborative partnerships, and workflows should be investigated to achieve a 
shared goal: to preserve all collections of the museum, deliberately and equally. 

The essential elements of preservation are environmental control, disaster plan- 
ning, security, storage and handling, reformatting, binding, in-house repair, conser- 
vation, and digital reformatting and preservation.‘ However, these elements continue 
to evolve with the field and are being refined to provide a comprehensive approach to 
preservation for all analog and digital materials, regardless of format. Other activities 
‘discussed less frequently, such as integrated pest management, mold remediation, 
and mass deacidification, are now being addressed more due to improved, chemically 
stable, ecologically safe, affordable alternatives, as well as educational opportuni- 
ties. Implementation of collections-based approaches focusing on the environment, 
storage, disaster planning, or collection-level treatments have proven to be the most 
effective and beneficial preservation strategies for long-term stability and care. These 
actions are often called preventative preservation or conservation and are discussed 
later in this chapter. 

Several aspects of preservation fall under the purview of art librarians, whereas 
other areas require collaborative workflows, outreach, and building rapport with 
other departments, starting from the top down.’ For example, security, environmen- 
tal control, and disaster planning are all essential to preservation but are often deter- 
mined by other departments within the museum. For these elements to be addressed 
successfully, art librarians need to engage and converse with these departments. 
Ideally, museums have committees for disaster planning or emergency preparedness 
that can foster these dialogues between personnel and departments; however, library 
stewards must be willing to reach out to staff across the museum. Surprisingly, this 
will often open a new channel of communication about shared goals, logistics, and 
planning, and for determining what is achievable and mutually beneficial to all 
invested. Building interdepartmental relationships takes time and clear communica- 
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tion but allows the library's needs to be understood by more museum colleagues and 
ultimately leads to greater overall collections care through united approaches. 

Other preservation elements, such as storage, reformatting,® digital reformat- 
ting, and digital preservation also require institutional support through dedicated 
space, staffing, equipment, technical infrastructure, and funding; these elements also 
require long-range planning, multi-departmental collaborations, and potentially 
multiple institutions or vendors. Although library staff can accomplish portions of 
these activities successfully, achieving sustainable workflows requires collaboration 
both internally, with other museum departments and staff, and often with external 
institutions or specialized vendors that may be needed to conduct requisite out- 
sourced work. Furthermore, there remains an ongoing need for additional funding 
to support suitable storage solutions for physical and digital objects, development of 
digital preservation policies and infrastructures, and reformatting and digitization of 
collections. To satisfy these increased digital demands, additional equipment, mate- 
rials, space, staff, and time are inevitable needs. Dedicated funding to further these 
actions will ensure continued preservation of the collections for persistent access, use, 
and discovery of objects of enduring value. 

Digital reformatting, more commonly known as digitization, and digital preserva- 
tion are two aspects of preservation that have been reconsidered in the past decade. 
Digitization is commonly mistaken as an act of preservation; this has been traced 
to the distorted use of the phrase “preservation is access, and access is preservation” 
spoken and published by Patricia Battin.” Digitization and digital objects create in- 
creased access to collections. Through the process of digitization, new digital objects 
are born that require preservation to sustain access and integrity of new material. A 
common trend found across most libraries, digitization has prevailed as a tool for 
increasing discovery and access to collections for almost two decades. Although it has 
enabled greater support and opportunities for library initiatives, it has also detracted 
from the core mission of preservation for physical collections, as well as the digital 
counterparts created. As discussed in the ARLIS/NA 2016 white paper State of Art 
Museum Libraries, the increased demand for everything digital has placed greater de- 
mand on librarians, who must learn new technological skills, rely on added interns or 
volunteers, and adjust workflows to accomplish digitization projects. Consequently, 
libraries often have less time for conservation and stacks maintenance of the physical 
collections. The essential role of physical collections remains critical to supporting 
the museum's mission, despite a continued lack of sufficient space, stable environ- 
ments, conservation resources, and overall funding and staffing.* 

Digital preservation has been defined separately from preservation based on the 
contrasting requirements for its storage; rapidly changing formats; required hard- 
ware, software, and systems for access and use; intellectual property rights; and 
capture and metadata properties. It has been acknowledged that the present state of 
the field is unsure how to fully preserve digital and born-digital content, but many 
professionals are reframing approaches by following the main guiding principles of 
analog preservation. This innovative strategy will provide a unified methodology for 
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developing global and sustainable programs and policies that aim to maintain the au- 
f —_thénticity of the object, consider the user, and place responsibility for preservation on 

@ _ all, from creators to users.” While migration and emulation are current methods used 

in digital preservation, experts from many different disciplines are collaborating on 
q the development of open source systems, stabilized media formats, and pioneering 

q infrastructures. These initiatives offer potential solutions for sustainable preservation 
of-digital assets with perpetual access. 
u 


t 
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PRESERVATION STARTS IN THE LIBRARY 


The single greatest factor affecting the physical conditions of collections is the 
environment. Three essential components to monitor are temperature and relative 
, humidity, light, and pollutants. Separately or combined, these three elements can 

cause deterioration to paper-based collections through chemical reactions that result 

in mechanical stresses to books; mold or fungi growth; oxidization and structural 
breakdown of paper fibers; fading or bleaching of cover material, text, or images; and 
increased levels of acidity overall. Maintaining a stable environment in these areas, as 
well as good housekeeping, such as routine dusting and cleaning, will prevent further 
4 deterioration caused by insects, pests, and other biological agents that prefer warm, 
damp, and dusty environments.'° Although other departments in the museum com- 
f » monly monitor temperature and relative humidity, it can be advantageous to invest 
in an individual unit"! to monitor specific areas prone to vulnerabilities, resulting in 
‘data-driven evidence of the situation. 
As paper-based print collections continue to be important and regularly used in 
the field, art museum librarians need to reabsorb routine preservation activities into 


@ core responsibilities. Nineteenth-century paper was produced from durable cotton 


Be. Fag and cloth, but by the end of the Industrial Revolution:wood-pulp served as the 
E primary source of commercial paper. Due to already shortened fibers and high lignin 
= content, wood-pulp paper deteriorates rapidly as relative humidity and light chemi- 


e cally react, generating acidic and weak paper structures referred to as “brittle books.” 
= Many brittle books have been lost, and other issues remain with acid migration of 


: poor materials and unacceptable storage and cleaning. 

ue Preventative preservation and collection-level treatments, combined with regular 
fs dusting and protective enclosures, can provide solutions. Mass deacidification can be 
4° completed in groups of materials or for individual objects through specific vendors 
which offer aqueous or nonaqueous treatments that infuse materials with an alkaline 
buffer that stabilizes pH leévels.'? Integrated pest management arose from the food 
and agricultural industries and has been readily applied to libraries, archives, and 
museums in recent years because of its nonchemical approach to proactively moni- 
toring the overall environment for harmful insects, pests, and mold or fungi that 
pose risks to collections; it simultaneously provides safe, non-destructive methods for 
removing pests and mold from collections.'? Often coinciding with environmental 
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concerns, mold remediation is conducted in-house or through vendors based upon 
the scale of the problem. Many educational resources exist to provide basic train- 
ing for librarians and staff on how to identify and deal with mold, with supporting 
resources and materials for proactive preservation methods in preventing future oc- 
currences.'4 Preventative preservation actions such as mass deacidification and mold 
remediation should be researched and discussed thoroughly with preservation staff, 
library-based conservators, potential vendors, and senior administrators; however, 
more immediate actions can be made collaboratively with conservation, facilities and 
operations, curatorial, and other departments to develop unified preservation efforts 
in integrated pest management. 

From simple to complex, preservation issues abound, and librarians allied with 
support staff, students, or volunteers can accomplish routine collections mainte- 
nance, handling and storage, binding, and in-house repairs. Education and in- 
struction are instrumental to all of these, but particularly for in-house repairs and 
handling and storage, as this is often where the most damage can occur. Enclosures, 
boxes, folders, encapsulation, and containers offer a variety of protection for materi- 
als in less than ideal storage environments. In-house repairs can range from simple 
page mends, dry cleaning, and hinge tightening, to more advanced repairs such as 
spine repair, re-casing, or re-backing. The amount of skill, training, time, space, 
tools, materials, and staff available for in-house repairs varies greatly across the 
field; nevertheless, decades of literature consistently demonstrate in-house repairs 
are more cost efficient and provide stabilized materials with fewer losses than other 
standard practices. Binding is typically outsourced to a commercial bindery for seri- 
als and monographs, but attitudes have shifted toward reduced binding practices. 
Changes in binding practices by large research libraries over the past fifteen years 
cited in the FY2015 Preservation Statistics Survey continued to show a long-term 
decline in the practice.’ Previously, libraries may have done “binding out of habit” 
rather than by purposefully determining binding needs based on a thoughtful 
preservation plan.'® More economic and preservation-friendly alternatives include 
purchasing standard-size or custom enclosures, binding only when necessary, or 
binding in-house. 

Several key principles have evolved from library and conservation programs. 
“First, when materials are treated, the treatments should, when possible, be revers- 
ible; second, whenever possible or appropriate, the originals should be preserved. 
Only materials that are untreatable should be reformatted; and third, library materi- 
als should be preserved for as long as possible.”” These guiding treatment principles 
for preserving and conserving library collections reflect a genuine understanding of 
the nature and value of the materials and the collections themselves. The most dif- 
ficult and complex repairs and conservation treatments are also the most needed in 
many libraries. Complex treatments require at least one of the following: a dedicated 
book conservator, collaborative work with museum conservators, highly skilled staff 
with dedicated time, outsourced work to private conservators, grant funding for 
specific treatments, specialized training, or a combination of these. 
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Preservation in tandem with conservation should be practiced in the same manner 
for library collections as the art collections, providing equal status and level of care to 
all the museum's collections. Answers to how this work is to be achieved have been 
posited for decades, yet some museums without dedicated book conservators have 
already found ways to fulfill this need. Cross-departmental training and professional 
development has enabled some librarians to devise solutions to item-level treatment 

“with the assistance of paper conservators and their departments. Others have sought 
grant funding to support these needs, even if only on a temporary basis, whereas 
other museums have hired conservators with book conservation backgrounds to 
split time between two departments to enable equitable care of all collections. Ide- 


ally, museums should create a dedicated position best suited to address these needs:!* . 


an individual with a synthesis of education and skills in libraries, preservation, and 
conservation, capable of working across departments to accomplish preservation at 
varied levels for the library and the museum. With a broad preservation background 
the museum would gain value from this individual’s abilities, and library collections 
would benefit from full preservation services shared with other museum depart- 
ments. A specialized emphasis on library collections would provide a complete range 


of treatments with rationale and purpose as well as a critical understanding of library 
collections, their uses, and potential needs. 


: PRESERVING FOR THE FUTURE 


As collections sitting within the larger museum, it may seem at first that library 
collections are at a disadvantage. But it is important to remember that libraries are 
central to the museums’ operations, and for that reason they hold the promise of 
the future. With one foot set in each world, art museum librarians are positioned 
to advance new modes of preservation and conservation for library collections both 
within librarianship and the museum. Preservation practices that have guided large 
research libraries have resulted in the significant loss of artifactual material simply 
due to general collection approaches to mass quantities of materials, understaffed 
units, and the inability to “deal” with materials of partial, potential, or unrecognized 
research and artifactual value.'? More studies are being brought forth on the value 
and importance of nineteenth- and twentieth-century publisher's cloth bindings 
the majority of which have been lost due to standard commercial binding prsctice: 
done unnecessarily to make bindings more “durable” with buckram bindings, milled 
spines, and oversewn text.” This singular example in which present and potential 
value were not considered exemplifies how the loss of our cultural record continues 
to occur based on arbitrary classifications of “rare” and “general.” In museums, librar- 
ies must redefine their own collections through their own preservation predees and 
the education of their colleagues and users. Librarians must advocate, converse, and 
demonstrate the significance of the library's collections: highlight che multiverse of 
the book as a three-dimensional object; the individuality and range of ephemera in 
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typeface and illustration; and the diversity of paper quality, inks, and handwriting 
found within a collection of papers. Draw upon the similarities of libraries and mu- 
seums to collect, inspire, create opportunities for learning and inquiry, and preserve 
those collections that create our cultural identities and record of humanity. The art 
museum library’s mission is the same and deserves the same attention. Preservation 
is the only way to ensure these great efforts to preserve not only aS information 
within, but rather the entirety of the object carrying it, will be read””” in its original 
context by all potential fields of scholarly inquiry, now and in the future. 


NOTES 
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Prioritizing Special Collections 
in the Art Museum Library 


Lee Ceperich, Virginia Museum of Fine Arts 


Special collections departments are becoming increasingly vital to the success of 
the art museum library. This increase in prominence directly corresponds to the 
growing value that society in general, and museum audiences in particular, attach 
to authentic objects and experiences. Demographic shifts and technological advance- 
ments have generated new expectations for audience engagement that has reshaped 
curatorial practice. These circumstances provide an unprecedented opportunity for 
art museum librarians to collaborate across the institution and capitalize on their as- 
sets to increase engagement and enhance the visitor experience for the benefit of the 
museum. Art museum libraries that leverage their special and archival collections are 
well positioned to support progressive institutional missions and to flourish in the 
rapidly and continually evolving information landscape. 

Specifically, the assets to accentuate are the unique holdings found in special col- 
lections and the singular combination of expertise and skill that librarians possess in 
information management in the service of discovery, accessibility, and engagement. 
The prospects for growing and leveraging assets to promote teaching, learning, re- 
search, and understanding are numerous. Although challenges presented by increas- 
ing the role of special collections within the museum must be mitigated, creative 
strategic planning to alleviate budgetary constraints and storage concerns is possible 
in art museum libraries of all sizes. The following insights are intended to inspire art 
museum librarians to increase the visibility of their collections—and promote their 
expertise—to leverage core skills in greater service to communities. 
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TYPES OF SPECIAL COLLECTIONS 


Special collections in the context of this chapter include archives. Libraries, archives, 
and museums share fundamental objectives focused on research, access, and preser- 
vation, and are often viewed collectively in the literature as cultural heritage institu- 
tions.’ In addition to institutional archives and manuscript holdings, the materials 
typically found in an art museum library's special collections are acquired to con- 
textualize the art collections and document the history of the institution. They may 
include sketchbooks, scrapbooks, artist and subject files, rare books, artifacts, auction 
catalogs, ephemera, audiovisual material, photographic resources, antiquated equip- 
ment, digital resources, and focused assemblages of published materials. Individually 
and collectively, these resources document the history of the museum and of its art 
objects as well as the research and collection development activities of current and 
previous curators, donors, and librarians. 


CHALLENGES FACING ART MUSEUM LIBRARIES 


Primary source material has become increasingly important to the art museum library 
due to ongoing challenges faced by art museum libraries of all sizes. The myriad chal- 
lenges have been thoroughly discussed in the professional literature for the past several 
decades and include shrinking budgets and staff. This situation arises from a lack of 
appreciation for the role that museum libraries play in contributing and supporting 
research and scholarship combined with changes in expectations and increased job 
responsibilities of librarians. Members of the Museum Library Division of the Art 
Libraries Society of North America conducted a survey in 2015 to identify some of 
the internal institutional pressures facing art museum libraries. They noted in the 
State of Art Museum Libraries 2016 White Paper that art museum library directors 
had been asked to provide value propositions to museum administrators to justify the 
cost of space, staff, and budget for the library.? Quantitative data for use and value of 
special collections have been problematic to obtain as no standard measurement tool 
exists and collections and practices vary considerably among libraries. The return on 
investment for the art museum library has defied definition, and attempts at quan- 
tification have not been adopted consistently as the value is, by its nature, intangible 
and subjective. The Canadian knowledge management company Lucidea examined 
the issues in a six-part blog in 2017 in an effort to promote their own assessment 
tools. They confirmed what those in the field already knew, namely that “the library 
is labeled as just an operational cost center; it’s not associated with cost savings or rev- 
enue generation, and as a result it is underfunded.”> Therefore, strategic and bottom 
line contributions to organizational success are being overlooked. They also state that 
clients have expressed that in their institutions “the library is low priority; its services 
and deliverables are not tied to organizational strategy; staff and content are under- 
utilized, and it is ultimately supplanted by other departments or other initiatives.‘ 
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As a result, art museum libraries have seen a reduction in staff and budgets as 
roles have expanded to include digital outreach responsibilities while collection 
growth has increased. This predicament has resulted in backlogs of uncataloged and 
unprocessed material, reductions in public service hours, and an increasingly over- 
whelmed workforce. These challenging circumstances can be seen as an impetus to 
reinvigorate art museum libraries and change perceptions of value. One way to do 
this is by focusing on special collections departments and promoting collections for 
research and exhibition purposes while simultaneously highlighting staff expertise in 
information management. 


Space Planning 


Due to the increasing availability of online resources, curators, museum staff, and 
outside researchers are more often conducting research virtually rather than in mu- 
seum library spaces. As a result, museum administrators may scrutinize reading rooms 
when use declines; these spaces often occupy prime real estate within the museum, 
and an empty reading room soon catches the gaze of administrators who begin en- 
visioning the space for other uses. To increase use of the reading room, library staff 
can explore hosting more classes, programs, and events. If, however, the reading room 
is underutilized, not conducive to use of special collections materials, or staff and 
budgets are cut to the point that public hours are not sustainable, then the reading 
room should be repurposed. A perceptive library director might consider prioritizing 
special collections acquisitions and use over core collections and reconfiguring existing 
spaces accordingly. Another strategy that can further activate the library's collection 
is the idea of relocating the art museum library under the collections department to 
form a research center. The center might include special collections along with a print 
study room adjacent to collections of works on paper, conservation spaces, and image 
resources, and could feature a central shared space for public services and research. 

As use of the traditional analog research collection declines and as materials are 
moved off-site, consolidated, or absorbed by nearby academic institutions, the im- 
portance of unique holdings in special collections increases, and the ability of staff to 
provide access to information online and to make meaningful connections between 
content and users becomes essential. 

The demand to view rare books, archives, and artifacts, however, will likely rise 
as digitization and online availability of unique material continues to grow. Digital 
surrogates serve discoverability, which in turn increases demand for consulting the 
originals on-site. Dedicated research areas are also needed for researchers to use re- 
sources such as location-restricted or proprietary electronic resources that are only 
available on-site. However, as open access increases and the need to access purchased 
content in the physical library diminishes, physical use of the space for this purpose 
will also likely decrease. 

Library professionals concerned about declining on-site use should be reassured 
by the fact that although space configurations may require changes, places on the art 
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museum campus dedicated to research, teaching, and storage of physical collections 
will always be needed. 


Special Collections Storage 


Storage space within museums is always in high demand for art objects as well 
as for library resources, and there never seems to be enough space. Archives, in 
particular, require ample storage space for a wide variety of formats. To complicate 
matters further, all museum collections require climate-controlled environments; 
some photographic collections need cold storage facilities. Off-site storage rental, 
purpose-built storage spaces within the museum, and cross-departmental and cross- 
institutional storage arrangements are options. All require expenditure of funds and 
careful long-range strategic planning. Museum administrators should be regularly 
apprised of projected growth estimates and corresponding storage needs as part of 
the museum's strategic planning process. 


Budget Considerations and Funding Sources 


Many art museum libraries may not have a budget specifically designated for ar- 
chival or special collections acquisitions. There are several options to consider when 
assessing financial resources available to fund collection development. The easiest 
course of action is to reallocate annual book acquisition budget resources for core 
collections by adopting a purchase-on-demand model. Another strategy might be 
to reallocate funds for licensed online content, serial subscriptions, and bindery ser- 
vices. One also might consider appealing to other departmental budget managers for 
funding from exhibition and curatorial budgets. Acquisitions needed for exhibition 
purposes might be tied into the exhibition budget or to endowments that pend 
expenditures for archives, special collections, and book purchases. Librarians shou 
also consider working with the development office to identify donors or friends 
gtoups that are amenable to offering support to special collections, and working with 
administrators to find opportunities for library and archival collection donations 
that could be negotiated along with the purchase of artwork. 


Government Grants 


Grant funding can be crucial in supporting the special collections department's man- 
date to offer access to primary source materials to a wider audience. Although library 
resources have traditionally supported the museum's internal research and educational 
needs, broad public access to special collections has been limited. Aside from scholars, 
the general public has been largely unaware of the existence of these specialized re- 
sources. As more collections are digitized and made available on the internet, awareness 
and use have increased. The positive impact on scholarship in the arts and related fields 
has meant that digitization projects have been increasingly funded by grants. 
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‘Federal agencies such as the Institute of Museum and Library Services and the 
National Endowment for the Humanities, as well as privately funded organiza- 


4 ,» tions such as the Samuel H. Kress Foundation and the Council on Library and 


4, Information Resources, have prioritized support for’projects to process and catalog 
unique materials in order to expose hidden collections and underused resources; 
__ this represents a move toward democratizing the scholarly landscape and encourag- 
“ing initiatives that they see as catalysts for social change.’ The Institute of Museum 
and Library Services is the primary source of federal support for the nation’s librar- 
ies and museums, and their stated mission is to create a nation in which museums 
and libraries work together to transform the lives of individuals and communities.® 
* Between 2008 and 2014, the Council on Library and Information Resources, with 
support from the Andrew W. Mellon Foundation, funded the Cataloging Hidden 
Special Collections and Archives competition that awarded $27.4 million in funding 
for academic, cultural heritage, and other collecting institutions for the purpose of 
revealing previously hidden materials.’ As staffing shortages are an ongoing concern, 
brant proposals were able to include costs for temporary staff. Library directors 
should try to turn these limited-term grant funded positions into permanent posi- 
tions when the grant term ends. 


z COLLECTION DEVELOPMENT 


Art museum libraries can benefit greatly by having a collection development policy 
that outlines the main subject areas collected, indicates coverage levels from minimal 
to exhaustive, and highlights areas of specialization that distinguish the library. By 
establishing the library as an essential destination for access to particular subjects or 
by virtue of distinctive holdings, the library becomes a research destination. Librar- 
ians must be creative. The library could be the go-to resource for nineteenth-century 
bookplates by an obscure artist or the only library in North America to hold com- 
plete unbound runs of a certain trade publication. If the collection holds important 
unique material, any scholar working in the field would be compelled to consult 
the library's holdings. At the same time, ensure the collection development policy 
provides for baseline coverage of all applicable areas related to the museum's collec- 

" tion so that the library has the broadest appeal to the widest audience. Furthermore, 
library staff must be prepared to capitalize on unexpected acquisition opportunities 
that could be indispensable to the museum's mission. 


Diversification 


In order to remain socially relevant, museums and libraries should endeavor to 
diversify collections, programming, outreach, and staffing. Dr. Johnnetta Betsch 
Cole, director of the National Museum of African Art, Smithsonian Institution, 
Washington, DC, delivered the keynote address at the American Alliance of Mu- 
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seums meeting in Atlanta in 2015. She stressed that diversification in the ernie 
space is the most critical issue that will impact the future of eee ba fae 
diversity is inextricably linked with the social value of museums.’ Co le ond e 
that, as illustrated by U.S. Census data, the demographics of the ae — = 
changing rapidly and that = the next thirty years, the United States will becom 
joriry-minority country. 
aie ae sae meet this mandate of change, special collections can and 
must support the effort through prioritizing acquisition and access to ae aa 
associated with diverse audiences and seek opportunities to acquite materia’ ' at wi 
meet the interests and needs of underserved audiences. The benefit of tears 
and reexamination of traditional cultural perceptions that inform care 4 
exhibition practices will allow museums to remain relevant to society. As Olga hes 
asserted in her opinion piece for the New York Times in 2018, “If museums wan 


[t]hey must position themselves as learning commun!- 


continue to have a place, . . . ah 


ties, not impenetrable centers of self-validating authority. 


+ 


ACCESSIBILITY 


As information professionals, library staff are uniquely qualified ee take ai em oe 
making physical and online content discoverable and accessible. To is = » techni 
services librarians, archivists, and catalogers possess the expertise in meta ata ana 
and can ensure that descriptive metadata avoids intentional or unintentional cultur 
biases that limit resource discovery. There is a lot of information available to assist 
librarians and administrators to ensure that physical spaces in the museum follow 
Americans with Disabilities Act standards." Because art museum libraries seolares 
obligation to ensure that their collection spaces and intellectual sae are 7 
accessible to all, librarians have an opportunity to ensure that accessibility standards 
are a matter of institutional policy. By sharing this expertise, museum a pate 
will recognize that librarians and archivists possess the skills needed to lead cross-de- 
partmental efforts to ensure that accessibility for all becomes a reality in art museums. 


EXHIBITIONS 


Exhibitions of special collections materials within the library, online, and in the aa 
leries should be a priority for the art museum library. Exhibition exposure coup 
with online documentation of associated content is the best way to ares t : 
resources are seen by as many people as possible. The trend toward the i nee - 
bibliographic content in museum exhibitions has been a boon to speci rain 
departments. First, the philosophical shift provides a broader context int ae ni 
ties and underscores the importance of the material to the narrative of the e : ition. 
When juxtaposed with art objects in exhibitions, the objects from special collections 
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serve to make connections between audience and object in a meaningful way; the 
materiality of primary sources serves to foster human connections by illustrating the 
universal human experience across time and cultures. An example of an exhibition 
that relied heavily on special collections materials to convey the personal life of an 
artist was Van Gogh and the Colors of the Night shown at the Museum of Modern 
Art in New York from 2008 to 2009.!* The selection of books and letters exhibited 
along with the artwork gave viewers vivid insight into the artist’s creative journey 
that is essential to understanding Van Gogh's work. In addition to telling the story 
of an artist's inner thoughts, documentation found in special collections may be 
thoughtfully utilized to reveal truths and unknown histories by illuminating stories 
that have been hidden or ignored. Showing an issue of the Black Panther Newspaper 
alongside Emory Douglas's graphic art can give great insight into the political climate 
of the 1960s, for example. Highlighting narratives of underrepresented communities 
supports institutional priorities of promoting diversity, inclusion, and accessibility. 
Secondly, participation in permanent or temporary exhibitions connects the 
library department with all aspects of exhibition development, from initiating con- 
servation and digitization efforts to installation, marketing, publications, and pro- 
gramming, The involvement perpetuates awareness and generates continued interest 
in library resources. Following this collaborative model, for the past ten years the 
Virginia Museum of Fine Arts (VMFA) has consistently shown special collections 
resources in the permanent galleries and frequently included special collections ma- 
terials in traveling exhibitions. Past examples include Gordon Parks: Back to Fort Scott 
in 2016 and Edward Hopper and the American Hotel in 2019. In 2021, the VMFA 
exhibitions Virginia Arcadia and Man Ray: The Paris Years will feature a wide selec- 
tion of rare books and period documentation that are integral to the shows. 

By attending exhibition planning meetings, the art museum librarian will be well 
prepared to identify internal and external resources that will enhance the content of 
the exhibition. All new acquisitions and incoming exhibitions present new objects 
that may either tie in with existing material in special collections or prompt acqui- 
sitions to fill in gaps. Once resources have been identified, the librarian can work 
with curatorial and exhibition planning staff to acquire items from outside sources 
that may be borrowed from other libraries or purchased. Curators often discover 
rare books and materials from outside sources during the course of their research 
but neglect to check their own institution's library holdings. To counteract this phe- 
nomenon, librarians should stay abreast of exhibition checklists and communicate 
regularly with curators and curatorial staff regarding exhibition plans. Colleagues 
are invariably delighted to learn that the resource sought is readily available on-site, 
thereby avoiding an unnecessary purchase or contract for an outside loan. Even if the 
desired item is not held by the institution, the librarian may be able to arrange a loan 
or purchase the material for the library's collection. If art museum librarians invest 
time to build relationships and trust with other departments in their own organiza- 
tions, their colleagues will become attuned to consulting librarians and considering 
library resources for exhibition as a matter of course. 
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It is imperative that library professionals take the initiative to foster collaboration 
between the library and other departments in the museum. Library staff should be 
encouraged to network with colleagues at every possible opportunity, including meet- 
ings and social events, and to take an active role in a broad range of museum activities. 
Collaboration with curatorial colleagues is vital because they are responsible for object 
acquisitions and exhibition development. Curators are often overworked and under 
stress to meet deadlines and therefore will likely be receptive to offers of assistance. 
Offer your expertise by identifying special collections materials that will relate to 
objects in their checklists. Showing library materials in the permanent galleries and 
in temporary exhibitions is an unparalleled opportunity for museum libraries to in- 
crease the visibility of their holdings and to demonstrate how relevant they are to the 
work of the institution. An example of a successful curatorial collaboration at VMFA 
centered on the acquisition of material for VMFA archives that ultimately resulted in 
the critically acclaimed Working Together: Louis Draper and the Kamoinge Workshop," 
a photography exhibition that included manuscript material, books, video, serials, 
and even camera equipment. The library would not have been able to acquire these 
objects without the gift purchase arrangement made by leadership at the VMFA. The 
exhibition and catalog would not have been possible without the dedicated efforts of 
the curator, archivist, and other museum staff supported by a major National Endow- 
ment for the Humanities grant. The result of this collaboration was the establishment 
of an online research portal that supports ongoing scholarship and discovery. 

Other departments present opportunities for collaboration, too. The education de- 
partment is another core constituent of library content and services. Collaborate regu- 
larly with adult and childhood educational staff to learn of resource needs for teachers 
for standards of learning and K-12 education. Partner with the educational staff to 
present special collections materials in classes, symposia, and workshops. Let the 
director's office and development teams know that staff from the library are available 
to make presentations highlighting library resources for trustee orientations and VIP 
tours. Host your professional organization’s meetings at your library and offer tours of 
special collections. If your institution has a travel program for members, express your 
interest in hosting a tour and giving lectures to highlight relevant museum and special 
collections resources associated with art and sites visited on the trip. Increase your 
exposure to donors by attending member events and high-level fundraising affairs. 

Ifa museum has an active paper conservation program, the library may work with 
museum conservation professionals already on the museum payroll to eliminate the 
need for permanent or contract conservators on the library staff. Librarians can ben- 
efit from offering library materials as projects for graduate internships in conserva- 
tion, a scenario that is equally beneficial to the library and the student. 

As societies and museums evolve simultaneously, the function of the art museum 
library is changing. By creatively embracing new ways of working and sharing col- 
lections, the art museum library will remain vital to the success of the museum. Pri- 
oritizing unique resources and supporting a museum's mission to effect meaningful 
social change, the museum art library will continue to thrive into the next century. 
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As expected, the landscape of bibliographic control and discovery has shifted signifi- 
cantly since the 2007 publication of Art Museum Libraries and Librarianship. Libraries 
are often conservative when making changes or migrating systems, as these processes 
can'be time-consuming, expensive, and fraught with the possibility of losing impor- 
tant data. Much consolidation has occurred in the field, as vendors that were once 
start-ups decide to sell, more venture capital money has entered the equation, and 
libraries have decided to migrate to better-performing systems.” In this vein, one de- 
velopment that will have major implications on the library systems universe occurred 
as of the writing of this chapter—yet it remains to be seen how libraries will be affected 
by this in the longer term:? Innovative Interfaces announced its acquisition by Ex Li- 
bris.‘ To this point vendors have, in general, expressed a commitment to maintaining 
legacy and acquired products, but the realistic expectation should be that eventually 
they will become burdensome to support and develop. Libraries that remain on out- 
dated systems must recognize that migration will be necessary—if only to offer new 
‘and essential functionality and interoperability—and should prepare accordingly.> 


A SAMPLING OF THE CURRENT 
STATE OF ART MUSEUM LIBRARY SYSTEMS 


An informal and limited survey of art library museum systems was conducted in 
order to construct a general impression of the state of the field.¢ A list of librarians 
self-identifying as “Museum Librarian” was downloaded from the Art Libraries So- 
ciety of North America member directory.” Names were discarded, institutions were 
de-duplicated, and all but art museum libraries were removed. The resulting total of 
sixty-three art museum libraries’ catalogs were consulted online and, based on direct 
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observation of the results, statistics were compiled. Library catalogs were counted as 
either (a) unavailable to the public, (b) a “traditional” integrated library system, or 
(c) a library services platform. Discovery layers were tallied as either present or not 
present. Consortial relationships, such as several libraries sharing a single catalog, or 
a library’s appearance as a “branch” of a larger external system's catalog, were noted. 

As shown in figures 9.1 and 9.2, over half the surveyed libraries continue to use a 
“traditional” integrated library system, and the adoption of discovery layers remains 
low at 36.5 percent. Several factors might be attributed to this delay: a lack of fi- 
nancial or staff resources; a lack of confidence that these systems are mature, or that 
they will be accepted by the user base; a desire to let other/larger institutions figure 
it out; and an unwillingness to face major changes.* The danger in these attitudes 
is multi-dimensional: beyond abdicating opportunities to help shape the future of 
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THE INTEGRATED LIBRARY SYSTEM 
AND LIBRARY SERVICES PLATFORM 


Figure 9.1. 
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“Traditional” integrated library systems (ILSs), based on a client-server architecture, 
remain in wide use in art museum libraries. Some examples are Millennium by Inno- 
vative Interfaces,’ Aleph and Voyager from ExLibris,'° and Horizon by SirsiDynix." 
Typically, these systems are managed and hosted by an external vendor responsible 
for development in response to customer feedback and technological and conceptual 
changes. The ILS consists of modules for each facet of library activity: circulation, 
cataloging, acquisitions, and more; some systems require additional licenses with 
each concurrently open module, which can result in rejected connections if too 
many staff are using too many modules simultaneously. MARC remains the founda- 
tion of the cataloging schema. 

The traditional client-server architecture, in which library software is installed on 
specific workstations, is proving increasingly difficult to support in a more mobile 
working environment. A long-overdue move toward web-based staff interfaces is 
therefore very welcome and will prove essential to future work patterns. The as- 
sociated conveniences in access and administration should not be underestimated. 
However, this change has come very gradually and often at the expense of innovation 
while vendors figure out how to implement and license this approach.” 

The desire to moye libraries into a semantic web environment has driven the 
library community to develop new models, cataloging codes, and ontologies that 
continue to evolve, often more rapidly than supporting technologies can mature. 
Now, some library systems data structures—those of Library Service Platforms 
(LSPs), that is—are more open and can be operated by using application program- 
ming interfaces and other machine-based tactics. These systems offer full CRUD 


Discovery Layers in a Sample of Art Museum Libraries 


© Present Absent 


UNIVERSITY OF MICHIGAN LI 


Figure 9.2. Discovery 
layers in a sample of 
_ art museum libraries. 
Created by the author. 


92 Dan Lipcan 


(create-read-update-delete) application programming interfaces for batch and 
machine harvesting and editing. Other significant benefits of LSPs are their ability 
to translate library data into Linked Open Data and, perhaps crucially for libraries 
operating within museum contexts, the opportunity to integrate the library catalog 
with the parent organization's other systems. 

A significant concern for museum libraries, particularly those that are short on 
staff or technical skill and expertise, will be how to manage and execute a migra- 
tion of library data and implement a new system or platform that has expanded 
functionality. Leveraging that increased functionality requires a rethinking of what is 
essential to library’ operations, a willingness to consider jettisoning long-established 
practices—or even traditional structures—and investing in building staff skill sets. 

Many of the larger or more well-funded art museum libraries have migrated to 
systems more commonly categorized as LSPs, following the lead. of large academic 
libraries. LSPs like Alma from ExLibris!? or WorldShare Management Services from 
OCLC" are designed to handle a universe with a different proportion of electronic 
and digital collections to traditional print. Web-based interfaces are standard, work- 
flows are integrated into the platform, and there is support for a wide variety of 
cataloging and data standards. 

The increasing expense of ILS and LSP licensing and implementation has created 
a market for the adoption of open-source systems like Koha.’ A library is unable to 
avoid some cost, because an open source system needs to be customized to a library's 
specific and immediate needs. Some libraries rely on consultative relationships for 
developing the open-source ILS, much like the traditional arrangements between 
libraries and ILS vendors. However, these arrangements are expected to be more 
flexible than the typical ILS contract'® and development work that is sponsored by 
a library is shared back with the community so others can reuse the code.” The 
cautionary tale here is that an open-source system, although “free,” still requires in- 
vestments in maintenance and development, and may require an increased reliance 
on the museum's information technology structure. To date, several art museum 
libraries have implemented open-source systems, notably the Rijksmuseum Research 
Library,'® The Betty Boyd Dettre Library and Research Center at the National Mu- 
seu of Women in the Arts!9—both on Koha—and the Art Reference Library of the 
North Carolina Museum of Art,?° an Evergreen system’? administered by the State 
Library of North Carolina. 

Consortial approaches to the programming and development needs of these sys- 
tems have also risen as an alternative to the outsourcing of this work to traditional 
library system vendors. Several museum libraries’ catalogs and discovery systems are 
tied to another institution’s catalog, as if they are a branch library. Organizational 
efficiencies can be realized, and partners can be relied upon to provide staff with 
the necessary technological skill sets, but some degree of independence and control 
must be compromised. For example, as with the North Carolina Museum of Art, the 
Royal Ontario Museum is affiliated with a larger institution—in this case, the enor- 
mous University of Toronto Libraries.” The Royal Ontario Museum offers access to 


‘ 


ay 


pt 


“ The Life of the (Third-) Party (System) 93 
their library collections in exchange for the use of the university's library systems,” 
a relationship that benefits both partners—and frees the museum to devote precious 


fH °\ resources elsewhere. 
Ry 
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DISCOVERY LAYERS AND MUSEUM INTEGRATIONS 


Discovery products—with the aim of providing access to a broader swath of library 
collections, primarily electronic resources and articles accessible through subscribed 
collections of e-journals—began to appear in the late 2000s.™ The idea that a library 
user could, through a single search box replicating the Google experience, retrieve more 


, than holdings in the print collection was undeniably attractive from a service perspec- 
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tive.?> Returning to the informal survey of art museum library catalogs and user inter- 
faces referred to earlier, 36.5 percent of libraries use a discovery layer separate from, or 
built on top of, the library catalog. The concept is simple, logical, and service onlented: 
How can we enable our users to search simultaneously across all of our collections? , 

Yet, while the interface was familiar to and intuitive for users, questions arose The 
most crucial of these is the misleading impression given to users that a discover layer 
search returns results from among the entire spectrum of the library's collection. In 
practice, there are always databases and resources not profiled or accessible through 


a discovery layer; the question is how to communicate that succinctly to library 


users. The Getty Research Institute's instance of Primo, for example, provides one 
method of addressing this issue: clearly listing what is and is not being searched on 
its landing page.” 

Another consideration is the complexity in setting up these systems and profiling 
them to connect to the appropriate databases and repositories. Recalling the change 
factors mentioned previously, significant time and resources—and new sets of staff 
skills—may be required to do so, and may engender changes in the library staffin 
structure itself.” Library systems vendors have built and support discovery oe 
such as Primo from ExLibris and Encore from Innovative Interfaces, that are in- 
tended to be implemented seamlessly with their systems, and already enjoy relatively 
broad adoption—yet they present their own set of issues. Vendor conflicts prevent- 
ing indexing on a library's entire collection—for example, EBSCO preventing their 
resources from being made available to Primo customers*—may be mitigated by 


, agnostic” systems and discovery layers like OCLC’s WorldCat Discovery” and 


»open-source solutions like Blacklight,® but should not be a deciding factor. 

One recent product release of note is Innovative’s Inspire, a discovery service run 
by “a context engine built on BIBFRAME and linked data concepts”! and using a 
visually oriented interface for navigating and discovering resources. It remains oe 
seen how Innovative’s recent acquisition by Ex Libris affects the promotion, develop- 
ment, and adoption of the product over the longer term. : 
For museum libraries, the most encouraging development must be the effort to 
integrate library holdings with museum collections in a unified search. The work 
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that has been done to present users with this flavor of federated search holds great 
promise to satisfy a long-held museum library desire to connect works of art with 
related research materials. 

Some examples include the Rijksmuseum documentation entries in museum ob- 
ject records® that provide direct links to library catalog records for works referencing 
the object. The Philadelphia Museum of Art Library and Archives federated search 
platform™ provides search functionality across museum objects, the set of library 
and archive records, several databases, and selected repositories of digitized materi- 
als. The Getty Search Gateway* from the J. Paul Getty Trust is another institutional 
search model: across the library catalog, digital collections, finding aids, and museum 
objects. Notably, it does not include article databases or external digital repositories; 
these may be searched either in the library's discovery layer, Primo, or entirely sepa- 
rately. The Georgia O’Keeffe Museum's “Collections Online” (currently in beta 
testing) facilitates searching across multiple collection areas, including art, artist 
materials, archives, and O’Keeffe’s books and possessions—a very promising model. 


For these kinds of outcomes to succeed, the “parent” institution must be invested 
in integrating the library into collection search platforms, and librarians must be 
willing to advocate for inclusion. Otherwise there is litle motivation for a museum's 
collection managers, curatorial staff, and web developers to consider the interests and 
needs of the library. 

Art museum libraries today face a complex universe of options for library systems 
and discovery platforms. Due to the variety in museum libraries themselves—in 
collection size, budgetary power, collecting areas, staffing, and other attributes—it is 
impossible to prescribe one solution that will work for all. However, because (as has 
been said) “it’s not about the catalogue anymore, it’s about the data,”*” we can rely 
on the decades invested in creating standardized resource descriptions to form the 
backbone of whatever comes next. In libraries, the catalog—the data about our col- 
lections—is the planet around which our other services orbit. It is therefore essential 
that we continue to think carefully about how we want our systems to work for us 
and for our users, and devote time and resources to building the skills and capacities 


to get us there. 
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Reconsidering the Reference Collection 


Using Print Art Reference Materials 
as Training Tools 


Gwen Mayhew, Canadian Centre for Architecture, 
and Annalise Welte, Getty Research Institute 


As the availability of digital research tools increases, it is becoming a common prac- 
tice for libraries of all sizes and disciplines to reduce their print reference collection 
by deaccessioning these items or sending them off-site.! Although less prevalent in 
the arts than in other disciplines such as social sciences,? online resources are now 
replacing much of the print collection. Financial considerations, as well as a lack 
of space, make it especially appealing to favor online resources over print.? As on- 
site collections are reduced, this is a prime opportunity for librarians to reexamine 
print art reference materials with the goal of helping their staff, and by extension, 
their researchers, better utilize these resources that fill the gap that digital resources 
may not cover. In addition to space planning and budgetary decisions, coming to- 
gether to analyze print resources also creates an opportunity for staff development 
and growth. 

The twenty-first-century librarian or researcher may instinctually begin their re- 
search online.‘ After reviewing their library’s print reference collection, Johnson et al. 
(2015) wrote that “librarian use of print reference in the age of Google was waning,”> 
and although the article focused on a large academic library, the same can be said for 
many museum libraries as well. There is a clear gap in the literature when it comes 
to the use (or lack of use) of print reference books in art museum libraries. However, 
there are many articles written on this topic that focus specifically on academic 
libraries, and many of the same principles can apply. Library catalogs, databases, 
and even some catalogues raisonnés may now be easily searched online and accessed 
from home or a local library. When looking for information, one may even begin 
with Google, by asking Siri or Alexa, or chatting virtually with a librarian. As today’s 
college and graduate students begin careers in the museum world, it seems clear that 
they will expect important resources to be available online. 
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Meanwhile, recent graduates are coming out of library schools where they focused 
on electronic resources and how to use them most effectively—students are still be- 
ing taught how to conduct a reference interview, but they are less likely to be taught 
how to use print reference materials effectively.* Gone are the days of librarians and 
researchers sifting through periodical indexes to find article citations, or browsing 
through multi-volume encyclopedia sets for that elusive entry on a specific topic. 
Although there are many obvious advantages to accessing digital information— 
including the ability to get it any time of day, translate materials instantly through 
Google Translate, or share the information via email with colleagues—print re- 
sources should not be overlooked as valuable research tools. As we move toward an 
increasingly digital future, it is essential that art museum librarians are still familiar 
with the print resources that may never be available online. 


FIRST IMPRESSIONS 


The reference collection is often the first thing a researcher sees when entering the li- 
brary—rows upon rows of encyclopedias, indexes, dictionaries, and more. Although 
some libraries have already removed large swaths (if not all) of these materials,” most 
have not. The reference collection can reflect the depth and breadth of a museum's 
collection, and often includes resources like foreign language dictionaries and materi- 
als focusing on artists of a specific nationality, gender, or time period (or all of the 
above). Although the location of reference books hasn't necessarily changed in the 
last few decades, our reliance on them certainly has. 

For libraries with closed stacks, the print reference collection may provide the 
only resources available to researchers quickly and without requiring staff to page the 
materials. The reference collection can be especially useful to the casual or accidental 
researcher who wanders into the library during a visit to the museum. Reference 
books provide researchers who may just be curious to learn more about an object or 
artist in the museum's collection with direct access to the answers they need, ideally 
promoting appreciation for the art library in the process. : 

That said, how many art museum librarians would say that they have “a bloated 
reference collection focused on the needs of patrons from 20 years ago offer[ing] lit- 
tle service to current patrons”?* What can librarians do to better serve the researcher 
in 2020 and beyond? Questions like this led the authors to investigate underutilized 
print reference collections with a number of queries in mind. Most importantly, 
are print reference books still useful? If so, why aren't they being used? Is it because 
librarians don't know what's in them? Or if they are truly not useful anymore—if 
one can really get all of the answers to “ready reference” questions online—why is so 
much importance placed upon them by presenting them to researchers as the first 
thing they see when they walk in the door? And if print reference collections are 
reduced, what should replace them? 
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When thinking about the print reference collection, art museum librarians can 
start by assessing the needs of their users and making sure that collections align with 
and support their research requirements. Collection development, periodic review, 
and weeding can all play an important role in keeping the reference collection useful 
and relevant. That said, it is important to consider what else could be placed in the 
prime space often allocated to the reference collection, if not traditional reference 
books. The answer will vary from library to library but can include catalogues raison- 
nés, materials related to exhibitions, or even space for display cases highlighting rare 
books from the library’s collection. 


GETTING TO KNOW THE PRINT REFERENCE COLLECTION 


It is essential chat any library considering how to approach its print reference collec- 
tion first understand exactly what it has. A close review of the reference collection al- 
lows librarians to uncover surprising holdings such as the Dictionary of Marine Artists 
by Dorothy Brewington, a resource available only in print that provides biographical 
information on over three thousand maritime artists from all over the world. The 
Guide to Imagery series, published by the J. Paul Getty Museum and not available 
online, can help librarians assisting researchers with questions on a wide variety of 
subjects, including food, gardens, music, and Old Testament figures. Librarians can 
also have the opportunity to say hello to old friends, like all thirty-four volumes of 
the Grove Dictionary of Art. Classic volumes like Guide to the Literature of Art History 
T and 2 and Guide to Reference Books can provide a broad overview of the strengths 
and gaps in reference collections. 

Librarians should conduct a physical review to assess the print reference collec- 
tion. Libraries that keep statistics on use have a clear advantage in making informed 
decisions related to collection development.’ Tracking can include browse counting 
in the library's integrated library system, making notations in a statistics tracking 
tool like Gimlet, or by using other resources to gather reference statistics. Libraries 
with smaller budgets may consider using an Excel spreadsheet or Google Forms to 
compile and track reference interactions. 

Libraries without a formal method of tracking use of reference materials should 
consider other ways of determining what in their collection is most consulted. This 
is a prime opportunity to reach out to curators, editors, educators, other staff, and 
volunteers in your museum to find out what they are using in the reference collec- 
tion. Whar is already part of their “research toolkit,” and what do they wish they had? 
‘Are there specific resources that they wish that the library, and more specifically, the 
reference collection, included? As these conversations progress, this is an important 
opportunity to bring up print resources related to their research topics of which they 
may not be aware. 

Another consideration when thinking about the reference collection is being 
aware of the needs of users. In academic libraries, student research behaviors define 
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a strong need for e-resources, but museum library users may have different requite- 
ments.’ Creating a formal survey to examine users’ research needs is worth doing 
for any museum library reevaluating its print reference collection. Topics to consider 


include: 


* What are my library's hours? Because reference materials don’t circulate, ae 
we open enough to allow our researchers to use our print reference collection? 
Who is using my library? Is it mostly full-time staff? Are there volunteers or 
contractual employees who would be better served by electronic subscription 
resources that they can access from home via a proxy server? Or would our users 
prefer to conduct their research using print resources in the library? 

‘Are there other libraries we can partner with to meet the needs of our research- 
ers? Obviously, art museums are more likely to have art-specific resources, but 
more standard or generic reference sources, both print and online, may be avail- 
able at nearby colleges and universities. 


While these statistics are informative for acquiring additional materials, they can 
also be beneficial for the purposes of weeding and space planning. If space con- 
straints cause the reference collection to be evaluated for deaccessioning or weeding, 
use data can assist with making data-driven decisions. If there are duplicate copies or 
a digital version, one may feel more confident in considering those items monies 
ing. Digital versions can be linked to physical holdings in a library's catalog, owing 
users to easily discover and access the online resource—or come in to view the print 
resource if preferred. 

However, it is important to fully analyze any digital versions as they may not be 
a complete replica of the print version. For example, copyright restrictions may pre- 
vent images from appearing in a full-text entry, making an argument for prioritizing 
the print version. A moving wall can prevent current issues of a journal from being 
accessed online, creating a case for a possible compromise of sending issues off-site 
only after they become fully available online from a reliable resource. Digital ver- 
sions of classic resources such as the Grove Dictionary of Art and Benezit are available 
through a subscription to Oxford Art Online, but if a library is experiencing financial 
difficulties and needs to cancel its subscription, it will be important to retain these 
key research tools. 


USING THE PRINT REFERENCE COLLECTION 
AS A TRAINING TOOL 


It is worth critically rethinking the way librarians think about print resources, from 
considering them as outdated tomes taking up precious storage space to appreciating 
them as valuable tools with demonstrated merit for research purposes. Evaluating 
these resources is helpful for determining use statistics, but it also aids staff in becom- 
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ing more familiar with their own collection. In building this familiarity with print 
art reference books, they can be introduced more often in reference interactions with 
researchers. It is important to not only think of these print resources differently, but 
also to ensure that all library staff members will be equipped with the tools they need 
to understand and utilize these resources for themselves and the researchers they assist. 
It is through this shift in thinking that the print art reference collection becomes 
,, the basis of training and development for all library personnel. Creating a training 
program highlighting print reference materials can take many forms. In developing 
“training, librarians need to consider the frequency of meetings and, ideally, make 
them available to all library employees. It is essential that not just reader services staff 
are invited, but also those in all library departments and at all levels—acquisitions 
personnel may utilize bibliographies to find titles to add, whereas library administra- 
tors may think of these materials differently with regard to space planning. Incorpo- 
rating a wide range of library employees can assist in showing staff that the sessions 
are valuable and worth their support. Seasoned librarians can reacquaint themselves 
with materials they may not have used for some time while new employees may be 
introduced to these materials for the first time.. The more staff that become knowl- 
edgeable about these resources, the better usefs can be served. 
To approach the print reference collection as a, training tool for staff, begin by 
developing general themes that are within the scope of the collection. Pull print ref, 


@ erence materials relevant to the chosen topic. Formulate practice reference questions 


based on the institution's collection or use real-life examples culled from email or 
‘anecdotal evidence. For example, a librarian could seleet an object from the museum's 
collection and search the print reference materials for relevant titles. Staff members 
may be asked to come up with one or two print titles that might assist in a refer- 
ence question for a particular subject. Examples of themes include foreign language 
art term dictionaries, art encyclopedias, and iconography. A resource chosen for its 
relevance to art museum libraries for a training session on foreign language art term 
dictionaries could be Courierspeak: A Phrase Book for Couriers of Museum Objects by 
Cordelia Rose (1993). This multi-lingual guide delivers helpful terms on caring for 
and protecting art objects on loan, illustrated by comedic frogs. This book is not 
readily available as an e-book or in a digital format, which is the case for many older, 
out-of-print reference books. Commonly used online translation tools may be less ef- 
fective for translating this type of specialized language. Digital resources can also work 
‘well in tandem with print sources. Conducting a search for Brazilian painter Regina 
Pujol yields no results in Oxford Art Online and Getty Union List of Artist Names. 
However, a search of Allgemeines Kiinstlerlexikon, a resource that is now available on- 
line, gave a citation for a print resource: Diccionario de Pintores y Escultores Espanoles 
del Siglo XX. If this dictionary, which is not available digitally, had been weeded, it 
would have been difficult ro find additional information on this obscure artist. 
In order to add some levity to an otherwise potentially dry subject, the authors 
chose to call the training program they created PARM (Print Art Reference Mate- 
tials) and took advantage of the acronym by incorporating cheese puns into their 
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monthly presentations. One training session focused on a painting of a wheel of brie 
found in a museum collection (figure 10.1) and the print reference materials that 
could aid in researching it. 

Adding more meetings to the calendar can be difficult; staff are often pressed 
for time and optional meetings can see low attendance. Integrating lighthearted ele- 
ments (like clip art cheese figures) can engage the audience. Creating an informal 
meeting environment helps create interest and excitement. Including an absurd 
amount of cheese puns can turn a good meeting into a grate one. Bringing snacks for 
everyone who attends provides an added incentive to attend these trainings—cheese 
and crackers, chocolate chip cheesecake brownies, and other cheese-inspired snacks 
were especially successful. 

Gauging the effectiveness of such a program can help argue for its longevity or 
highlight other areas in need of development. In some cases, the focus may be on 
weeding the print collection and expanding database subscriptions. In others, you 


Figure 10.1. Antoine Vollon, Still Life with Cheese, The Metropolitan Museum of Art, 
New York, Bequest of William Hall Walker, 1917 (18.22.1). 
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may receive feedback from staff as they begin integrating more print resources into 
reference interactions or other aspects of library work. Recording simple statistics, 
including meeting attendance, will be helpful for planning future sessions. 


THE VALUE OF THE PRINT REFERENCE COLLECTION 


Print art reference materials are necessary to retain due to the significant gap in on- 
line art historical information. They may provide researchers with key materials that 
are difficult to digitize due to copyright, size, or condition. Paying close attention 
to these materials specifically, in a discussion-based review, can assist when making 
space determinations and thoughtfully weeding a collection. Simultaneously, active 
familiarity with the print reference collection develops a richer understanding of the 
collection, thereby helping staff better assist researchers. All staff may benefit—from 
interns learning reference skills to experienced managers rediscovering old favorites. 
Focused attention on the print reference collection can also encourage gathering 
statistics on use of databases and circulation records as well as promoting staff par- 
ticipation and teamwork. 


Whether these materials are retained on-site in areas that are easy for researchers 
and staff to access, moved to storage off-site, or deaccessioned, they are worthy of close 
analysis. Thoughtfully delving into these resources becomes an educational exercise. 
As librarians create space for learning new trends in technology and digital resources, 
they must not leave all traditional resources behind. The print reference collection 
remains an important source of information for librarians and researchers alike." 
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The State and Vision of Exhibitions 
in Art Museum Libraries 


Carol Ng-He, San José State University 


A HISTORICAL AND LITERATURE OVERVIEW 
OF LIBRARY EXHIBITIONS 


Sharing important library materials with visitors has long been an integral part of 
the work of librarians: library displays were documented in European libraries in 
the seventeenth century.' In the United States, the earliest writing that explicitly 
describes exhibitions in a library environment appeared in the 1980s and recognizes 
the pedagogical values of libraries and their exhibitions.? In the late 1980s, related 
discussions on exhibiting artists’ books from art museum library collections in the 
galleries also appeared in print. 

Publications on exhibitions in art libraries have appeared in art library-focused 
“periodicals, including the Art Libraries Journal and Art Documentation: Journal of 
Art Libraries Society of North America.‘ Nonetheless, published scholarship focused 
on exhibitions in art museum libraries specifically, has appeared less frequently than 
similar scholarship focused on exhibitions in public and academic libraries and special 
collections institutions.* Few references have been found about librarians who curate 

exhibitions, such as the late Rosemary Furtak, who was known for creating exhibi- 

tions with the Walker Art Museum's collection.§ Other books like The Twenty-First 
Century Art Librarian (2003) and Art Museum Libraries and Librarianship (2007) 

address a wide range of topics concerning art museum libraries, but exhibitions and 

displays are only mentioned briefly, rather than being the focus of chapters.” 

Exhibits in Archives and Special Collections Libraries (2013) covers archival exhibi- 

tions extensively. Author Jessica Lacher-Feldman points out that exhibitions create 

a narrative or platform that can be built upon in different ways, such as with public 

outreach and advocacy. Digital exhibits are acknowledged for their value in preserv- 

ing cultural heritage. Additionally, the author offers a step-by-step process of creating 


105 


CINIVER CITY CE AICHIGAN LIBRARIES 


106 Carol Ng-He 


exhibitions in-house. Lacher-Feldman’s insight about the foundational role that ex- 
hibitions play in public programming is applicable for art museum library exhibi- 
tions as well. 

In searching databases that cover museums and art-related topics,’ the number 
of English-language scholarly and peer-reviewed publications on exhibitions and art 
museum libraries published between 2016 and 2019 is low: only sixteen results for 
“art museum libraries” and “exhibitions” show up. A targeted search for exhibitions 
in popular art museum libraries, listed in appendix A, results in the discovery of sixty 
results, forty of which are from the search relating to Getty Research Institute alone. 
The low visibility and availability could be due to the fact that art museum libraries 
often adopt the terms “display” and “selectors” instead of “exhibition” and “curator” 
to avoid confusion with their parent institutions’ object exhibitions and curatorial 
staff. Searches for exhibitions in other types of libraries reveal a different picture: 173 
for academic libraries, 220 for public libraries, and 1,506 for archives and special 
collections combined. 

The Institute of Museum and Library Services Museum Data Files for the Fiscal 
Year 2018 shows there are approximately 2,620 art museums in the United States.'° 
According to the State of Art Museum Libraries 2016 White Paper, there are ap- 
proximately two hundred staffed libraries embedded in art museums and galleries." 
No statistics on exhibitions hosted or organized by art museum libraries have been 
identified. 

Searching the websites of art museum libraries can provide a better sense of exhi- 
bition occurrences. Among the fourteen popular art museums in appendix A, four 
have a dedicated webpage for exhibitions, which account for less than a third of the 
total sampling.'? Perhaps the earliest documented and virtually searchable exhibition 
organized by art librarians is Raphael in the Library at the National Gallery of Art 
Library in 1981. The exhibition presented “some of the more unusual material from 
the collection concerning Raphael” to complement another display of the reproduc- 
tion of Raphael’s work in the East Building Study Center’? (figure 11.1). Because 
exhibitions and displays are integral to the work of art museum libraries and librar- 
ians who are expected to promote the library and its collections “through exhibitions 
[emphasis added], publications, reports, lectures, and other activities” as part of their 
jobs,'* exhibitions are rarely given special attention in the literature. Many art librar- 
ies have dedicated display space so they can regularly share a rotating collection of 
materials that are curated around any number of themes but often relate to special 
collections, featured exhibitions in the galleries, or events. 


METHODOLOGIES 


To get an idea of the current state of exhibitions and exhibition spaces in art mu- 
seum libraries, a survey was created via SurveyMonkey that was sent in June 2019 
to the Art Libraries Society of North America’s (ARLIS/NA) general listserv that 
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Figure 11.1. Installation view of the exhibition R i j 
/ : ael in t il 23- 
1981). Credit: National Gallery of Art, ts hay ae Ret ky 


reached over three thousand contacts, the ARLIS/ NA Exhibitions Special Interest 
Group listserv that reached over two hundred contacts, and the Chicago Area hs 
chivists listserv that reached over two hundred contacts (see appendix 3 Thirteen 
People responded to the survey, and eight individuals participated in Dteey teers 
conducted via phone and email to elicit deeper insights into institutional practices. 


WHAT IS AN EXHIBITION? 


In art museum libraries, an exhibition r 
Bi ; efers to a curated display, physical d/ 
digital, of materials that may include books, manuscripts, ait esha 


i maps, letters, journals 
catalogs, rare printed works, artist files, photographs, 


posters, ephemera, original 
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correspondence, museum archival materials, and special collections items with nar- 
° . 5 
rative and interpretation embedded. 


Why Exhibit? 
Exhibitions Support the Museum’ Mission to Educate and Inspire. 


Ha Saad pe hg 
As gleaned from the results of the industry-wide survey and a series of interviews, 
exhibitions support the museum's mission in three ways: 


1. They highlight, showcase, and promote collections and resources that might 
otherwise be hidden or known only by limited oo 
. ae > : . ii rary. 
2. They raise visitors’ awareness and interest in the a 
3. Like Raphael in the Library at the National Gallery of Art Library, exhibitions 
enrich visitors’ learning experience by connecting them with the museum's 
exhibitions and permanent collections. 


All of these outcomes impact the educational charge of the cae ear They 
inspire curiosity, introduce new points of view, arg sacs eee cade 
tantly, engage visitors to “contemplate, question, and interpret informati 
artfully exhibited materials,”!” 


Exhibitions Enhance the Librarys Atmosphere through Storytelling. 


Exhibitions generate visual excitement while telling stories about se uth 
Jonathan Lill, head of metadata and systems for the archives, library, ver meee 
collections at The Museum of Modern Art (MoMA), articulated eloquent y: i- 
bitions tell stories with [the archives and library] materials, or stories that the oe 
als allow them to tell.”'® The presence of rare materials also creates an aesthetically 


. : 1 
pleasing environment.” 


Exhibitions Develop Staff Professional Skills. 


Through developing exhibitions, library staff can hone their skills and res 
capacity in areas like collection knowledge, teaching, and project management. A 
rytelling in exhibitions helps improve written communication skills that are phen 
able to other types of writing, such as grant proposals and finding aids. aie s 
such as balancing diverse viewpoints, increasing the ability to deal ast ea ce 
topics, being resourceful, and increasing problem-solving abilities can be : ei : 
Not only do these competencies lead to better patron services, but they also enhance 
job satisfaction, which can lead to higher morale. 
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EXHIBITION COLLABORATIONS 
BETWEEN ART MUSEUMS AND LIBRARIES 


Often, library materials are frequently on display along with other art and artifacts 
in the museum’s galleries. For example, The Margaret R. and Robert M. Freeman 
Library at the Virginia Museum of Fine Arts has book displays in the library as well 
as in the museum galleries. Figure 11.2 shows a book display in an exhibition that 
gives the history of the museum campus. The library also has a kiosk that allows 
visitors to flip through select books in their digital collection in the museum for 
learning enhancement.”! 

Librarians may act as co-curators for exhibitions in art museums and online. 
Unlike some academic or public libraries where art curators are not part of the 
institution, there is some tension around librarians describing their work as “cura- 
tion,” especially in art museums where curators exists.” As they intimately know 
their collections, librarians can share a wealth of knowledge with museum curators 
in developing the message of exhibitions. For example, the McCormick Library of 
Special Collections’ curator was on the curatorial team for the William Blake and 
the Age of Aquarius exhibition in 2018 at the Block Museum of Art at Northwestern 
University, and gave public tours to the exhibition alongside the museum curator.” 
The New York Art Resources Consortium, consisting of the libraries of The Frick 
Collection, Brooklyn Museum, and MoMA, presented a digital exhibition entitled 
This Kiss to the Whole World: Klimt and the Vienna Secession (Union of Austrian Art- 


ists) to correspond with the city-wide program organized by Carnegie Hall in 2014. 
The exhibition remains online to date 


TYPES OF EXHIBITION SPACES 


Art museum libraries utilize different resources to exhibit their collections. The five 


most common spaces shown in this author’s research are listed subsequently in order 
of usage frequency. 


Display Cases 


Display cases are the most frequently used exhibition Spaces among art museum 
libraries, Libraries have one to four cases with a three-by-five feet footprint each on 
average (figures 11.2 and 11.3), They are built-in or freestanding and are located 
inside the library, near or outside the library entrance. Occasionally, additional 
stand-alone objects are included. 

Having exhibitions outside the library entrance or in the hallways heightens vis- 
ibility and public access, An example is a display at the Oriental Institute’s Research 
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Figure 11.2. A display case at the Virginia Museum of Fine Art’s Margaret R. and Rob- 
ert M. Freeman Library. Photograph by Lee Ceperich. 


Figure 11.3. An exhibit at the 
Hirsch Library of The Museum of 
Fine Arts, Houston. Photograph by 
Sarah Stanhope. 
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Archives of a folio volume (reprint) of engravings after paintings by nineteenth- 
century Scottish painter David Roberts made on visits to the Middle East. Because 
the Oriental Institute is a private library that requires identification card access to 
enter, this display “act[s] as a welcoming environment to library visitors and offer[s] 
an item of interest to anyone from the general public who visits the second floor 
hallway,” states Foy Scalf, the head of Research Archives” (figure 11.4). Similarly, the 
MoMA library exhibition The Dealer as Co-Conspirator: Selections from the Richard 
Bellamy Papers in The Museum of Modern Art Archives was located on the lower level 
of its Lewis B. and Dorothy Cullman Education and Research Building.” 


Web-Based Platforms 


There is a wide spectrum of digital exhibitions with different levels of depth and 
a variety of materials presented in online exhibition content across art museum 
libraries. Some are counterparts to a physical exhibition, whereas others exist only 
online. Some blend elements of both with physical exhibitions that feature an online 
component from the library's respective museums and galleries. 

The location of online exhibitions varies. They are typically embedded on the 
library's home websites and generally developed and maintained by departments 


Figure 11.4. A display of a folio volume (reprint) of images from the paintings of David 
Roberts outside the Oriental Institute’s Research Archives. Photograph by Carol Ng-He. 
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outside of the library such as digital media or information technology. Social media 
such as Instagram, Tumblr, and Facebook, and other external web-based publishing 
platforms such as Omeka or Google Art and Culture have also been used by librar- 
ians because they provide more control and flexibility to incorporate multimedia 
components” (figure 11.5). Free from physical limitations, these digital platforms 
offer greater exhibition capacity and allow digital surrogates of materials to be on 
display for longer than their physical counterparts could be displayed. 


© _ @ Not Secure | secassion,nyarc.ony 


"This Kiss to the Whole World" 
KLIMT AND THE VIENNA SECESSION 


Tre New Yors Art Faso: Caneprisun (NYARC)—@ cotaboration 
between the Horares of Tag Frick Colinciion @rnckivn Museum, and The 
Meena of 143 extorewe hokkngs of matenais relat rg to artis! 
Gustav Kim! (1862-1918). To correspond with the citywide Vienna, City of 
Dreams program organized by Camegie Hall In the spring of 2014, NYARC 
presoms his exhibition of &s Vienna Secession (Lirion of Austrian Artists) 
catalogs and other minted materiais for the penod that Klimt a6 a founding 
member, was involved. Naxable exhibitions ‘nat toox place during this tine 
period include the foucleentn exivesion (1902), which was designed by Jose! 
Hofmann and centered around Irtuutes to Ludwig van Beethoven, as weil as 
the @ghipceth oxtubttion (1903) devoted 10 Kim's work and designed by 
Koloman Moser 


Kimt’s Boetmoven Friuce, located in tne Secession Building and exrdied 
uring the fourteenin exhibition, was inspired by Richard Wagner's 
parlormance at Beethoven's &tn Gymphany on Apri 5, 1846, n Drenden, 
Germany: The final cacton of the Seathoven Frieze, which foatures 
embracing lovers surrounded by dinging angels, reters to the symphony's 
chorale based on Friedrich Schiter’s famous powers Quis ter Jor 
‘Subsequently, his importa section of the Freze is relerrec 10 as This Kiss 


ont 
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Figure 11.5. A screenshot of This Kiss to the Whole World: Klimt and the Vienna Seces- 
sion online exhibition housed in Omeka, accessed on August 10, 2019, http://secession 
-nyarc.org/. 


Pop-Up or Off-Site Spaces 

Pop-up or off-site exhibitions include loans to outside organizations for a short 
period of time. Innovative mobile displays—such as the Virginia Museum of Fine 
Arts’s Artmobile, a climate-controlled fifty-three-foot Volvo trailer that has Wi-Fi to 
connect visitors with the museum's educators—offer art museum libraries another 
way to share their materials. Interactive opportunities like this are designed to meet 
the expectations of twenty-first-century museumgoers.” 


Museum Galleries 

Rare books or other items are often included in the museum's permanent galleries 
to complement the exhibition. For example, A BJT OF MATTER: The MoMA PS1 
Archives, 1976-2000 was a special collaboration between curatorial staff and the ar- 
chivist at MoMA in 2017. The exhibition showcased a selection of archival materials 
documenting the artists who worked and exhibited in the museum's building in its 


first twenty-five years (figure 11.6). 
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Figure 11.6. Installation view of the exhibition A Bit of Matter: The MoMA PS1 Ar- 
chives, April 9, 201 7-September 10, 2017, MoMA PS1, Long Island City, New York. 
Photograph by Pablo Enriquez. © 2017 The Museum of Modern Art. 


THE MAKING OF ART MUSEUM LIBRARY EXHIBITIONS 


An exhibition theme often starts with the objective to complement a museum exhi- 
bition, highlight a recent acquisition or significant collection item, or address current 
events or special occasions. The curatorial process can range from three months to 
two years depending on staff size, budget, and space. Generally, library staff act as the 
subject specialist or curator, and often work alone when doing research, writing con- 
tent, or creating installations, Based on the survey responses previously mentioned, 
approximately 69 percent of exhibitions run for three to six months, and over 61 
percent of these libraries have three to four exhibitions in a year. Exhibitions in gal- 
lery spaces can be on view longer. 

Beyond the typical policy for loan requests, policies and procedures written 
specifically for in-house exhibitions are less common among art museum libraries, 
but some examples exist. The Museum of Fine Arts, Houston, has had an explicit 
library exhibition policy since 2015.2? The Smithsonian Institution art libraries have 
calls for proposals that detail submission guidelines and the exhibitions’ criteria for 
Prospective curators.*° 

In contrast to the museum sector broadly, art museum libraries are less concerned 
with assessment, keeping the practice of library exhibition evaluation in an infancy 
Stage. For example, Google Stats could provide some insights of the webpage traf- 
fic to digital exhibitions, but it is difficult to parcel out the number of individual 
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exhibitions. Based on survey responses, it seems the desire to expose visitors to the 
collections’ highlights outweighs the need for evaluation or justification. 


AUDIENCE ENGAGEMENT 


Art museum library exhibitions are generally intended for adults, including scholars, 
researchers, and university students. They also are occasionally intended for families 
and youth. To promote exhibitions, libraries may host lectures and talks, tours - 
the library and the exhibitions, book clubs, and even performance art events relate 

to exhibitions. Teens also take part in programs such as the teen cee program 
through the Smithsonian's National Museum of American History.?! Libraries en 
leverage their resources with a museum's education department for greater pu ‘ 
engagement by collaborating on focused programming initiatives for teachers an 

students. In addition, libraries harness the power of social media by featuring eX- 
hibitions materials and highlighting their significance through posts on library or 
museum channels as well as Facebook live-type events, blogs, and occasional pub- 


lications. 


PROFESSIONAL DEVELOPMENT 


Most staff in the study report they are self-taught in curating and organizing exhibi- 
tions. In some cases, library staff members have backgrounds and degrees specializing 
in art or art history and can easily apply those aesthetics to curating. To support 
learning about exhibitions, professional associations like the Society of American 
Archivists Exhibits and Events Committee offer exhibition-related resources. The 
Society of American Archivists aims “to create a community of practice for those 
engaged in the exhibit and event spheres by . . . promoting adoption of ee prac- 
tices in curation, design, execution, and assessment of exhibits and events. ay 
special interest groups are formed and growing steadily in receht years. The ARLIS 

NA Exhibitions Special Interest Group was founded in 2017, and the Chicago Area 
Archivists Curating and Exhibitions Interest Group was established in 2019. 


CHALLENGES 


A lack of staff or staff time presents a challenge to almost all libraries, as exhibitions 
are not always part of the librarians’ regular duties. In libraries with more recestne 
the availability of a dedicated staff person to mount the exhibitions may be limite 
because of competing project priorities at the museum. Additional learning at 
curatorial techniques, interpretation, and public programming requites dedicate 
time to develop. 
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Art museum libraries generally do not have an allocated budget line specifically for 
exhibit expenses, although new acquisitions that are exhibited are budgeted. About 
77 percent of the libraries surveyed state that there is no designated exhibition staff 
person, and over 92 percent of the respondents have no budget for exhibitions. 
Fundraising may be necessary to obtain the support for the exhibition production. 
Other physical challenges libraries face are space limitations, the number of dis- 
play cases, and an exhibition location removed from public access. Some display 
cases are not in compliance with the Americans with Disabilities Act or conservation 
standards due to their old age (and again, the lack of budget to replace them). In 
some libraries, collaboration with other departments is often necessary for produc- 
ing and printing labels and creating a website for a digital exhibition, while in other 
libraries this work is all completed by library staff members. 

Digital exhibitions can eliminate the restriction of physical space, but without 
dedicated funding, the launching, maintaining, and updating of the exhibition 
website could be delayed because it relies on other departments’ availability. Free 
web publishing platforms may not offer the style or layout needed. To create a fully 
realized digital exhibition, technical expertise in web design, managing a database, 
and even project management is required. 

For art museum libraries to cope with the stated challenges and limitations, in- 
stitutional support is necessary. More specifically defined job description guidelines, 
strategies, training, and a budget would affirm the paramount role of exhibitions in 


the library. 


TOWARD CURATORIAL PEDAGOGY 
IN ART MUSEUM LIBRARIES 


The ARLIS/NA 2016 white paper, State of Art Museum Libraries remarks: 


Internal collaborations are essential to the art museum library’s existence. It should start 
from the top. . . . Librarians need to find a seat at the curatorial table, as a part of meet- 
ings on exhibition and acquisition planning. . . . Planning complementary exhibitions, 
developing online exhibitions, coordinating marketing efforts, and hosting exhibition- 
related programs and events are some of the ways that art museum libraries can further 
enhance the exhibition program of their insticution.™ 


Although internal collaboration is key, so is external collaboration. If art museum 
libraries engage outside groups such as university students or local community 
groups in (co-)curating exhibitions, their associated spaces could be used as sites for 
object-based learning and as creativity incubators.*> Having students act as curators 
for library exhibitions as part of a course is not a new concept; cross-disciplinary col- 
laborations strengthen and broaden students’ skills just as they do for library staff. 
Continuing this approach will create new synergies between the art museum library 
audience and collections, and truly advance the library’s mission. 
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If curating became integral to the librarian’s job, library schools would need to 
invest in helping students develop correlating competencies. Currently, less than 10 
percent of about sixty master’s degree programs in library and information science 
in the United States offer courses on exhibition-related topics tailored to library 
environments. Incorporating courses on curating and creating exhibitions in gradu- 
ate programs would strengthen professional skills in this area. Internships and fel- 
lowships specifically focused on exhibitions in art museum libraries could offer an 
important training ground for the emerging librarian-curator. Further integrating 
exhibition practice into the education of future libraries would also inspire librarians 
to think about how appropriate an item would be for a particular exhibition and the 
voice it represents in the exhibition narrative.** The interconnection of exhibitions 
with other aspects of the library’s operations deserves further study. To think more 
broadly when addressing the lack of formal training, partnerships with accredited 
museum studies and curatorial programs could share a curriculum, encourage cre- 
ative learning, elevate the technical standards, and raise the public profile of library 
exhibitions. By providing these opportunities, future librarians would be better 
equipped with the foundational knowledge of curatorial practice and expertise in 
creating engaging and visitor-centered exhibitions. 


APPENDIX A 


* Art Institute of Chicago Ryerson and Burnham Libraries 

* Cleveland Museum of Art Ingalls Library 

* Detroit Institute of Arts Research Library and Archives 

* Hirshhorn Museum and Sculpture Garden Library 

* J. Paul Getty Museum—Getty Research Institute 

* Los Angeles County Museum of Art Balch Art Research Library 

* Philadelphia Museum of Art Library 

* Metropolitan Museum of Art Thomas J. Watson Library 

* Museum of Fine Arts Boston William Morris Hunt Memorial Library 
* Museum of Modern Art Library 

* National Gallery of Art Library 

¢ Smithsonian American Art and Portrait Gallery Library 

* Solomon R. Guggenheim Museum Library 

* Whitney Museum of American Art Frances Mulhall Achilles Library 
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APPENDIX B 
Survey questions: 


1. What are the roles or purposes of exhibitions in your library? 
2. What are the spaces in which your exhibitions are hosted? (Check all that 
apply.) 
. Gallery 
. Display cases 
- Walls or hallways 
. Pop-up/off-site (outside of library spaces) 
. Online or designated website 
Social media (Instagram, Facebook page, etc.) 
. Other 
3. What are your target audiences? (Check all that apply.) 
a. University students 
b. Faculty/scholars/researchers 
c, General adults 
d. Families 
e. Youth 
- What do you exhibit typically? (For example, rare books, artists’ books, etc.) 
- How big typically are your exhibitions? (For example, one display case, or 
120 linear feet, etc.) 
6. How long do your exhibitions run typically? 
. Less than three months ¥ 
. Three to six months 
. Six to nine months 
. Nine months to one year 
. Over one year \ 
» Other 
7. How frequently do you usually have your exhibitions in a year? 
a. Once 
b. Twice 
c. Three or four times 
d. More than four times 
8. Do you have a budget for exhibitions at your library? 
a. Yes 
b. No 
9. Do you have designated staff to curate and/or coordinate exhibitions at your 
library? 
a. Yes 
b. No 
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10. Do you conduct evaluations on your exhibitions? 
a. Yes 
b. No 


11. If you conduct evaluations, please describe your methodologies. 

12. Do you offer programs or other outreach initiatives with the exhibitions? 
a. Yes 
b. No 

13. If you offer programs or outreach initiatives with your exhibitions, please 
share some examples. 

14, What are the challenges, limitations, and opportunities you are facing in 
hosting and developing exhibitions at your library? 

15. What resources do you have or would you like to have to overcome the chal- 
lenges and/or limitations? 

16. What is the name of your art museum library? (Optional.) 

17. What is your name and professional title? (Optional.) 

18. Please provide your email address if you want a follow up. 
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Evolution and Revolution 


New Approaches to Art Museum 
Library Programming 


Janice Lea Lurie, Minneapolis Institute of Art 


The once well-defined functional boundaries that siloed libraries in museums are 
now less rigid as institutions examine their role and desired impact in their commu- 
nity and beyond. Most art museum libraries are now deeply rooted in the broader 
institutional mission and vision. For art museum libraries, and perhaps for all librar- 
ies, supporting institutional missions means that colfaboration is no longer confined 
to specific operational functions such as interlibrary loan or cataloging but is now 
embedded as a core value that impacts most of the library's workflows. Art museum 
libraries are no longer just well-organized scholarly repositories that primarily exist to 
build and preserve collections and engage researchers, but instead focus on making 
their collections meaningful in new ways to all departmental functions within the 
museum. In this way the library is able to meet the needs of the institution's strategic 
plan and its strategic vision, while also serving the greater community. 
Collaboration, outreach, creativity, and an understanding of the broader cultural 
environment are primary components of the librarian’s toolkit in developing mean- 
ing and engaging library programs in art museums. This chapter discusses program- 
ming examples from several art museum libraries. 


CHANGING CULTURE 


To begin, libraries and museums must acknowledge and respond to changes in their 
audiences’ perception and desire for cultural activities—those activities tradition- 
ally linked to the fine and performing arts. Culture Track is a survey produced by 
the design and marketing firm LaPlaca Cohen in partnership with Kelton Global 
that tracks the shifting patterns of “culture” and audience behavior for U.S. cultural 
consumers. Culture Track ’17 presents data and analysis that illustrates how the defi- 
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nition of culture is changing. The report focuses on a variety of cultural organiza- 
tions, including museums, and it offers tremendous insights that have relevance for 
libraries, especially those embedded in art museums. The survey's findings revealed 
that consumers have ever-multiplying ways to spend leisure time and this, combined 
with new forms of communication and technological advances,' have redefined 
what “culture” now means.? That is to say that museums are in competition for 
visitors’ limited free time in an environment where there are many ways to engage 
with “culture.” “Audiences do not place priority on whether an activity is ‘culture’ 
or not. Now, culture can be anything from Caravaggio to Coachella, Zannhduser to 
taco trucks.”® Consequently, for cultural organizations to stay fresh and vital, they 
need to reassess the types of experiences and services they offer to their constituents.‘ 

Culture Track 17 data also define what motivates audiences to choose a cultural 
experience to participate in: 


° Will the experience provide fun? 

* Does participation satisfy a need for self-improvement? 

* Will the event broaden a person's understanding of the world? 

* Can the audience find personal relevance? 

* Is diversity well represented? 

* Is there something there for everyone? 

* Will attending an event provide a way to relieve stress? 

* Will the participant learn something new or experience something new (digital 
and/or analog)? 


Activities that include social, interactive, and hands-on elements are seen as desir- 
able by audiences. Ultimately, “Culture connects us to reality, and lets us escape it.” 
“Importantly, audiences value not only how cultural organizations treat them, but 
also how these organizations impact the rest of the world.”” 

Museums are actively involved in analyzing the impact of changes in audience 
behavior to ensure long-term relevancy. Museum strategic plans are often grounded 
in an understanding of the world’s shifting social dynamics, from local to global, and 
frequently include a variety of theme-focused action plans or ideas that will guide 
the work of the institution moving forward. The library can be a vital partner in a 
museum's strategic planning process, offering expertise and insight as the institution 
implements programming that supports new interpretations of culture for the insti- 
tution as a whole. 

The art museum library can also serve as an important partner in supporting the 
art museum's work on social justice through programming developed around themes 
of creativity, empathy, equity, diversity, and inclusion. Art museum libraries can ac- 
tively create “engagement” opportunities that serve as bridges between the museum 
and the community. To realize this objective, libraries must collaborate across depart- 
ments within the museum, as well as with external partners. 
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STRATEGIES FOR IMPACTFUL PROGRAMMING 


Outreach is a primary impetus for librarians to find many ways to interpret and 
: primary imp) y way: P 
promote their collections. This includes: 


* Consulting with curators when selecting library material for the collection 

* Having library materials included in both museum and library exhibitions 

* Providing research services for the museum staff who are developing exhibitions 
and publications 

* Marketing the library and archive collections through social media and the web 

* Digitizing collections for online access ; 

* Developing research guides for the website 

* Working with faculty from area institutions in providing information literacy 
instruction for students 

* Providing tours of the library and its collections for community organizations 


In addition to the traditional modes of engagement mentioned here, outreach 
programming in today’s libraries needs to be closely paired with collaboration and a 
creative rethinking of the boundaries that define the work of an art museum library 
with the organization. This involves library staff becoming very familiar with the 
institution's mission and strategic plan, as well as the broader culture of the overall 
museum field. Librarians must be aware of, and consider the value of, studies like 
those generated by Culture Track, the American Alliance of Museum’s Trendswatch 
publication, and the work of its Center for the Future of Museums, as well as the 
New Media Consortium’s Horizon Report.® Being open to experimentation and es- 
tablishing a friendly, collegial, and creative rapport with all museum staff is part of 
this process, , 
q As an example, library programs at the Minneapolis Institute of Art are part of 
the museum’s larger Curatorial Affinity Program. Through this initiative the Min- 
f -‘ttéapolis Institute of Art library has emerged as a creative partner in co-engineering 
new ideas for library programming with staff from other museum departments, 
especially from the area of Lectures and Academic Programs.’ After implementing 
successful programs, the library is seen as a place where new approaches for institu- 
tional programming are being realized. Program examples include staging an Edible 
Book Festival, holding Wikipedia Edit-a-Thons, and hosting a mini read-a-thon 
entitled “Artists in Their Own Words” in celebration of International World Book 
Day. The elements that make library programs unique are those that are adapted 
to the museum's current initiatives and customized in a way that always highlights 
the art collection. Creating a local program for the museum around a nationally or 
internationally known library or book event gives the program engagement traction 
as well as a chance to connect with an audience that may be new to the museum. 

Wikipedia Edit-a-Thons offer libraries the Opportunity to add art-related content 
to this free online encyclopedia. As art museums have strong international collections 
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spanning the history of art, raising awareness Of the diverse artists represented in 
these collections has become a focus. Ensuring that underrepresented artists are doc- 
umented in Wikipedia is important work that supports broader initiatives to democ- 
ratize information and support social justice and equity. The process of learning how 
to edit in Wikipedia empowers people to effect positive change and is something that 
a library visitor can continue after the museum visit. Consequently, their visit is not 
a passive moment, but rather an active experience where human understanding is 
promoted through a museum’s art and library collections. 

People are at their best when they create, whether writing an article in Wikipedia, 
painting a “masterpiece,” or working at a potter’s wheel. These experiences address 
the new understanding of culture and the expectations that cultural consumers have 
for learning something new, making the world a better place, enjoying a social expe- 
rience, and finding a place to have fun. In terms of strategic planning for museums, 
when institutions ask themselves how they can communicate the importance of 
their collection in meaningful ways to their audiences, Wikipedia editing is one of 
the answers. The powerful psychological bond formed between the act of creating or 
editing Wikipedia entries and learning something new about art helps to solidify the 
experience about the museum acutely in the consumer’s mind. 

The library is an essential bridge in connecting people of all backgrounds to 
creative experiences while also promoting knowledge, learning, understanding, self- 
expression, self-respect, hope, and the admiration of others. 


COLLABORATIVE ART MUSEUM LIBRARY PROGRAMS: 
SURVEY RESULT EXAMPLES 


In an effort to understand programming initiatives at art museum libraries across 
the nation, a programming survey was conducted with several art museum libraries 
about their outreach programs and collaborative initiatives. Responses illustrated sev- 
eral themes common to creation and implementation of library programs, including 
collaboration, creativity, and innovative connections to their collections. 

In 2014, the Hirsch Library at The Museum of Fine Arts, Houston, became a site 
for an artistic intervention entitled, Adding a Beat! Hirsch Library Project. Hanna Yoo, 
a Critical Studies Fellow from the Museum's Core Residency Program of the Glassell 
School of Art, coordinated a series of site-specific performance pieces throughout the 
Hirsch Library's reading room and conference space. The event featured three perfor- 
mances and one sound installation produced by eight local artists and musicians who 
reinterpreted the library's collection and space through the lens of contemporary art 
practice. After the opening performance, one of the motion-activated sound installa- 
tions remained on view in the library for several weeks. Ultimately, the collaborative 
program brought increased visibility to the library because the group of artists shared 
their vision of it as a vibrant place for creative inquiry and experimentation.” 
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The Ryerson and Burnham Libraries held a drop-in art making event as part of 
the Art Institute of Chicago’s second annual Block Party in July 2019. Throughout 
the day, the library hosted hourly workshops for making pop-up cards based on 
designs from both the museum's and library's collections; a display of library pop-up 
books complemented the event. This participatory occasion reached a wide cross- 
generational audience of 317 attendees, many of whom had never visited the library. 

au this was a wonderful opportunity for the librarians to talk about the library and 
its function in supporting research about the museum’s collections. Although we 
don’t normally think of people making art in scholarly research libraries, inviting the 
public in to usé glue sticks, scissors, and other art-making supplies was actually an 
important outreach event for the library in building new audiences. This one-day 
program created a memorable social experience for its visitors that could lead to 
further engagement with both the museum and its library." 

As part of The Metropolitan Museum of Art's “MetFridays” series, the museum 
held an “Artist's Choice” program featuring several collaborating artists. Tauba Au- 
érbach, one of the participating artists, worked with the Thomas J. Watson Library 
tn a book-making project that involved numerous visits to the library over a period 
of several weeks. Inspired and informed by works in the Watson Library's collec- 
tion, she created a book entitled A Partial Taxonomy of Linear Ornament—Both 
Established and Original—Arranged by Shape, Symmetry, Dimension, Iteration and 
Projection: Containing Extrude the Extrusion and Ornament as Entheogen. The project 
culminated in a “MetFridays” event with Tauba curating a selection of titles from the 
Watson Library and giving a talk about these books and her book-making project. 
Visitors were also shown a working copy for one of the taxonomy books she created 
from her experiences in the Watson Library. The artist’s large following on social me- 
dia gave tremendous visibility to the library and helped to solidify new connections 
with the community and build new audiences for both the museum and its library.!? 
, New York City was the host of a city-wide festival organized by Carnegie Hall in 
2017. For La Serenissima: Music and Arts from the Venetian Republic, staff of The Frick 
Art Reference Library collaborated with their Frick colleagues as festival partners. One 
result was a Tumblr blog, “The Frick and La Serenissima: Arts from the Venetian 
Republic,” which documented Venetian history as seen through the collections of 
the Frick’s library and photo archives. Many benefits resulted from this collaborative 
initiative. A key outcome was the Frick’s staff learning about the range of professional 
expertise throughout their organization. When collaboration is combined with out- 
reach, it not only creates community success, but also strengthens the institution. And 
with this project, the library played a central role in making this happen.? 

The four hundredth anniversary of Shakespeare's death in 2016 was the impetus 
for an international event that included an exhibition entitled, First Folio! The Book 
that Gave Us Shakespeare. The exhibition was offered through the American Library 
Association in collaboration with the Folger Shakespeare Library and the Cincinnati 
Museum Center. In association with Wayne State University and the Detroit Public 
Library, the Detroit Institute of Arts became a host site for exhibiting one of the 
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eighteen traveling folios. A variety of programs were held at each of the three col- 
laborating institutions. The exhibition drew exceptional museum attendance, with 
over eighteen thousand people visiting during its four-week run; it brought many 
visitors to the museum that would likely not have normally attended. 

The Detroit Institute of Arts Research Library and Archives worked together with 
many of its museum departments in ensuring the success of this exhibition. Under- 
standing the immortal appeal of Shakespeare and the lure of seeing such an impor- 
tant book was key for providing the visiting public with an enjoyable experience that 
was both rare and memorable. This exhibition also highlighted the visibility and 
importance of the museum's library. It exalted the idea of books and the beauty of 
words in shaping artistic vision. The museum’s library, as the keeper of words, was 
instrumental in envisioning this exhibition for the Detroit Institute of Arts." 

The Mary R. Schiff Library and Archives at the Cincinnati Art Museum has 
hosted for the past seven years a program in the library called “Dialogues with Art- 
ists.” Working in conjunction with other museum departments and members of the 
artist community, library staff invite two local artists three to four times a year to the 
library, where those artists share their creative insights and motivations for making 
art with the public. Each artist also brings an artwork to the event. Attendees can en- 
gage in conversation with the artist while also enjoying some wine and cheese. This 
event is directly related to the museum's strategic plan in connecting and inspiring 
the community through the power of art." 

Family day events are generally free museum-wide programs geared for family 
audiences and held as an ongoing series. The Margaret R. and Robert M. Freeman 
Library at the Virginia Museum of Fine Arts began collaborating in 2019 with its 
education department and outside organizations to hold Family Day events in the 
library. One of these themed events, “ChinaFest: Year of the Earth Pig,” featured 
students from the University of Richmond who presented a storytelling session in 
the library along with a language workshop. A selection of children’s books and art 
books were also displayed. Another Family Day event was “Celebrate African and 
African American Art: Mali.” The library collaborated with the Virginia Friends 
of Mali, who presented oral storytelling traditions. Important examples of Malian 
mud cloth, known as bdgdlanfini, were displayed during a presentation about the 
art of creating these unique textiles. The library's participation in family events has 
expanded its audience base while also fulfilling elements of the museum's strategic 
plan for engaging and delighting both diverse populations and families.’ 

Art book clubs are also vibrant conduits for collaboration in museum librar- 
ies. The Saint Louis Art Museum's Richardson Memorial Library offers a reading 
program entitled “SLAM Members Book Club,” which is actually a membership 
department program. Membership handles the mechanics of the program, such as 
contacting speakers and catering; the library facilitators select the books, help plan 
the program, and lead the book discussions. The titles selected must relate to the 
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museum’ collection or exhibitions. Quite often this is done in conjunction with a 
museum docent from the Learning and Engagement Department. The book club 
meets four or five times a year and includes an informal talk by a guest speaker who 
gives a slide presentation on a topic related to the book discussed. This event, which 
attracts about fifty to eighty museum members per meeting, provides a wonderful 
social experience that is participatory, fun, and educational. Through cross-depart- 
ment collaboration, the library is addressing a need that was revealed in members’ 
survey responses: providing interactive and intimate experiences at the museum.! 

All of these programs highlight the creative approaches that art museum librar- 
ies are taking to create engaging opportunities for their audiences. These programs 
expand traditional programming offerings while creatively integrating the attributes 
that define our evolving understanding of how modern visitors engage with culture. 
Developing these programs necessarily involves the art museum library, working in 
partnership with other museum departments, with the shared goal of fulfilling the 
institution's strategic plan, mission, and vision. 


WHAT IS THE NEW ART MUSEUM LIBRARY? 


Discussions about the role of the art museum library frequently involve questions 
about where it should be placed within the organizational structure. Because a library 
is comprised of so many different elements—cataloging, online access, archives, 
Preservation, programming, collection development, research, public services, visi- 
tor experience, learning, donor relations, advancement, and so on—where it resides 
organizationally will differ from institution to institution. 

The library is a collection, but it is about a multiplicity of functions. Both ele- 
ments must be brought together to break down the traditional silos of an organi- 
zations culture. The new art museum library must be flexible and imaginative, It 
can flourish in situations that involve the dynamic of collaborative ideation and be 
comfortable with sharing group ownership for an idea, concept, or program. As both 
cross-department collaboration and engagement become key to the library’s purpose 
in fulfilling the museum’s strategic plan, the boundaries established by organizational 
charts may no longer be as important as they once were. 

Libraries must continue to embrace their heritage of collecting, preserving, and 
making their collections accessible for research while simultaneously considering 
how they are unique and what that means for the museum. By animating words, 
whether written, read, or spoken, through collaborative programs, art museum li- 
braries have tremendous potential to become an “engagement” bridge between their 
parent institutions and their communities. 
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(Collaboration is an essential part of twenty-first-century librarianship. Whether 
public or private, small or large, collaboration streamlines processes and cuts ex- 
penses. For small libraries, joining a consortium may provide a professional network 
and support discovery services; for larger institutions, consortium membership may 
enhance holdings in specific subject areas and increase purchasing power. Whichever 
the motivations for partnership, in this era of shrinking library staff and budgets, 
“[flormal programs of collaboration have become-a matter of broader and thore 
urgent interest among libraries of all types and sizes as means of controlling erosion 
in the quality of collections and services.”' In this chapter, the author will discuss 
consortial partnerships in the context of the art museum library. 

A consortium is a formal community made up of more than two libraries that 
agree to collaborate in certain aspects of their work. It may exist to provide more 
tesources—materials, technology, services, or subject expertise. Consortia may exist 
at the city, state, regional, national, or international level, and individual libraries 
often belong to multiple groups that address separate issues. In a thorough chapter 
titled “The Consortial Landscape,” Greg Pronevitz? outlines the most common ser- 
vices established through consortial agreements: training, shared electronic content, 
cooperative purchasing, and delivery of materials; followed by consulting, shared in- 
tegrated library system (ILS) cooperative collection development, and shared digital 
tepository, among other benefits. In addition to these services, consortia may provide 
cataloging or digitization services or support, collective institutional repositories, or 
even publishing services. Simply put, consortium members participate in order to 
take advantage of economies of scale. In this author's opinion, another important 
benefit of local collaboration and partnerships is to increase visibility and awareness 
with the immediate public and donor community. 
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Historically, art libraries have collaborated with one another by producing and 
sharing printed multi-volume card catalogs and art periodical indexes. There was 
also a time when art libraries shared a discovery system named Research Libraries 
Information Network (RLIN), as well as the shared catalog of auction catalogs, Sales 
Catalog Index Project Input On-line (SCIPIO). Owing to the desire for world-wide 
dissemination and, again, economies of scale, both resources were integrated into 
OCLC, which allowed world-wide discovery of materials held by art museum libraries 
and contributed to making OCLC the enormous consortium thar it is today. OCLC 
membership, although often taken for granted by many museum librarians, may be 
beyond the very small art library's budgetary ability. As important as mega-consortia 
such as OCLC, Europeana, DPLA, and others are to the art museum community, 
there are other issues that can be better addressed by joining local partnerships. These 
may include networking on a local level, staff training, cooperative collection develop- 
ment, and, most importantly, shared ILSs to enhance local access and visibility. 
It is easy to assume that libraries would naturally gravitate into partnerships com- 
posed only of similar institutions. However, a 2012 OCLC survey found that 52 
percent of libraries were members of consortia that included diverse types of librar- 
ies. Art museum libraries are often geographically isolated from one another; thus 
collaborating with other types of libraries at the local level may be the only option. A 
rare exception that must be mentioned in any piece on art museum library consortia 
is NYARC, a collaboration between three major art museum libraries in the New 
York City area and made up of the libraries of The Frick Collection, The Museum of 
Modern Art, and The Brooklyn Museum. These three institutions share a combined 
catalog and work together to support innovative projects.‘ In the words of Deirdre 
Lawrence, NYARC allows librarians to “better serve . . . users by providing more 
resources and aggregated collections to deliver information in the spirit of one-stop 
shopping.”> These libraries can take advantage of geographic proximity in order to 
enhance resource-sharing services, provide leadership in the field, improve access to 
materials, minimize duplication, support the scholarly mission of each museum, and 
develop relationships with local academic institutional libraries. 


MEMBERSHIP RESPONSIBILITIES, INDIVIDUAL NEEDS 


Forming a multi-type local library consortium would be a simple task if all libraries 
had the same needs and could function under the same protocols. In his essay on 
automating libraries, Kraig Binkowski observes that “the challenge with any group- 
ing of libraries (particularly multi-type) is to make certain that the individual and 
specific concerns of a museum library are heard alongside those of larger libraries.”¢ 
Asa special library, art museum libraries may hold a collection that is part circulating 
and part rare or unique, that can include holdings from ephemera to limited edition 
books to the institutional archives or records. Thus, an important aspect of joining 
a consortium is that of negotiation. Consortial agreements should allow a certain 
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degree of flexibility or decision-making power for each of their members. After all 
it is in every partner's best interest to keep the group together. 
i Membership benefits and responsibilities are usually described in a renewable 
"» /eontract and any costs (if applicable) will be billed in accordance with a periodical 
revised fee schedule. Contracts should outline all aspects of participation ane 
# ing management, billing services, training, and security requirements for beicnibiers 
expected attendance of consortium meetings, equipment, and staffing requirements, 
Museum management must be aware that membership fees will likely increase with 
time as costs rise or the consortium may require the purchase of updated equipment 
or other unexpected expenditures. Consortia participation will very likely require an 
information professional to be on staff. Will museum management tn these 
m necessary expenses i ? isi i 
e cea p n the long term? The decision to leave a consortium can prove 
Consortial agreements are as unique as their me i 
5 conversations with fellow librarians, ‘ became clear a A pees: 
q 7 library partnership functions quite the same.” Some local consortia are managed « 
a city or state institution (perhaps the local public or state library) with ssa 
é 4 charges ranging from none to a designated cost charged to members. Such is the 
7, case, for example, of the Indianapolis Museum of Art at Newfields library and the 
K,, Phoenix Art Museum library. Both are independent, noncirculating collections in- 
tegrated into their local public library’s ILS and easily discoverable by communi 
users. In both cases the art museum libraries’ holdings provide public library ee 
a aries the specialty materials and reference services that public libraries cannot. 
: iia function, to a lesser or greater extent, as a branch library of the local 
‘Other consortia are supported or managed by large institutions such as a univer- 
:Sity which may absorb a portion (or all) of the costs associated with the partnershi 
as well as provide the technology support to host the shared ILS. The Rent 
Library at the Amon Carter Museum of American Art in Fort Worth makes its col- 
lections accessible through the Cultural District Library Consortium managed b 
Texas Christian University. The museum, in turn, enhances the art history holdin : 
of the university library. A very different museum-university partnership is that of 
the Cleveland Museum of Art’s Ingalls Library, which collaborates with Case West- 
erri University. While the Cleveland Museum Library supports its own ILS, the two 
Beira provide a joint graduate degree that gtants some museum libeiey staff 
ee aseaet status. The Ingalls Library provides the more specialized art history 
rae sae a cee has inspired further collaboration in the shape of pub- 
In other cases, the consortium may include hired staff i 
Cooperative at large while each mieeabes pays a share of cle sae Vien 
a Hunt Memorial Library of the Museum of Fine Arts, Boston, is a member of the 
oe Library Organization, a consortium of thirty-seven academic and special 
ibraries in Massachusetts, which shares an ILS and includes several full-time staff 
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that provide exclusive support to the consortium and manage issues such as group 
pricing negotiation with vendors and enhanced interlibrary loan services.* 


SHARING RESOURCES AND 
INCREASED PURCHASING POWER 


This author's conversations with fellow art museum librarians revealed that many 
local partnerships for art museum libraries began as a way to address the need for 
automation which, in many cases, took the form of a shared ILS. A robust ILS is 
not only expensive to purchase but requires regular upgrades, maintenance, and 
dedicated systems librarians or information technology professionals, thus placing it 
beyond the budgets of many libraries and museums. Museum information technol- 
ogy staff members’ time is generally stretched, having to maintain the institutional 
website, content management system, interactive applications, and the many other 
databases and software used by various museum departments. In many cases, joining 
a consortium has been the only viable option to have a publicly accessible collection 
and ILS. 

Partnerships can offer better access to research materials available locally. This 
makes interlibrary loan requests quicker for the museum researcher and friendlier to 
the environment. Museum libraries may not always provide reciprocal interlibrary 
loan benefits to partner libraries due to the noncirculating or restricted nature of 
their collections; however, some libraries extend limited borrowing privileges, such 
as the Amon Carter Museum library to Texas Christian University faculty. Consortia 
membership often includes delivery services, which may be subject to additional fees. 

Negotiation of database and other e-content contracts and access could be the 
subject of another chapter bur generally consortia members can benefit from collec- 
tive pricing. Smaller art libraries in local partnerships may have complete or limited 
access to databases purchased by the larger institutions—that is, depending on the 
cerms of the larger institution’s or consortium contract with an independent vendor. 
In cases such as this, large institutions subscribe to a range of databases covering 
topics that may fall largely out of scope of the art museum’s collection develop- 
ment policy and budget but are sometimes necessary for a curator’s interdisciplinary 
research. In other cases, negotiated access and subscription costs could be divided 
between partners as negotiated by the consortium’s managing body. 

Art museum library holdings tend to be unique in a given geographic area, but 
collaboration still makes it possible for all partners to make better purchasing deci- 
sions in order to eliminate all unnecessary duplication. If a title or resource exists 
locally at a partner library, the art museum librarian can decide whether to purchase 
or if the library would be better served by borrowing said materials as needed and 
using funds elsewhere. Museum libraries are prone to receive multiples of certain 
publications and can provide consortia partners with the added benefit of access to 
or transfer of their duplicate materials for their own collections. 
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Lastly, library partners can pool their resources to provide support for certain ser- 


p vices such as cataloging or training. This author's local consortium managing institu- 


tion, for example, regularly invites catalogers in the system to training sessions and 
webinars. In addition, it provides cataloging assistance (for a small cost) to the many 
members who have librarians but lack support staff. Cooperative agreements for a 
shared ILS will likely include a basic cataloging standard to which member libraries 
agree to conform. These standards should allow some flexibility for the art museum 
librarian and other special collections to enhance the records as necessary. 


¥ 


THINKING ABOUT THE FUTURE 


Museum library holdings have grown to incorporate not only printed books, but in 
some cases institutional or artists archives, museum records, artist books, and a range 
of digital materials, This author would venture to say that, in most cases, the library 
staff has not grown in proportion to the tremendous variety of assets now required 
to be managed by librarians. Responsible management of electronic collections 
requires long-term preservation, which increases library staff’s workload and need 
for specialized training. Is partnering with other institutions the answer to limited 
staffing? The Horizon Report: 2017 Library Edition lists cross-institution collabora- 
tion under its long-term trends accelerating technology adoption in research and 
academic libraries.° It states that “[s]upport behind technology-enabled learning has 
reinforced the trend toward open communities and consortia as library leaders, edu- 
cators, and technologists come together to develop platforms and software that help 
institutions aggregate and store data, ensuring sustainable access and preservation.”!° 
As art museum libraries look forward to being more active in digital preservation, 
Participating in consortia will hopefully minimize the cost of storage for maintain- 
ing large repositories as well as the desired geographic redundancy for born-digital 
archives and digitized collections. 

Technology will keep changing and so will our profession, but one can only 
hope that partnerships will simplify our work with the ever-growing formats of art 
historical scholarship being incorporated into our collections. We should be looking 
forward to more shared e-content, digitization, web archiving, and whatever else the 
future brings. With partnerships, this seems attainable. 
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« 
For aspiring art museum librarians, breaking into the field seems a daunting task. 
There i is no singular training program for art information professionals as a broader 
group, nor is there consensus among established art museum information profession- 
als as to what constitutes the best path forward. Established art museum librarians en- 
ter the field via a variety of routes and possess varied backgrounds and credentials. As- 
piring art museum librarians beginning to look at training programs and established 
librarians looking to move into museum work are faced with confusing and often 
times conflicting advice as to what constitutes the best'way toward their career goals, 

This chapter provides information on core competencies for art information 
professionals, an overview of graduate programs offering coursework in art librarian- 
ship, and paid internships for librarians seeking hands-on experience in art museum 
environments. It confines its scope to training for museum librarians specifically, 
though the literature on this topic generally extends to art information professionals 
as an aggregate. Additionally, this chapter emphasizes a diversity of experiences and 
training pathways rather than proposing an industry standard for training in our 
profession and does not seek to elevate one pathway over all others. Although this 
chapter is not meant to be a step-by-step guide on “how to become an art museum 
librarian,” the author hopes it can be a useful companion to career planning. 


CORE COMPETENCIES 


When thinking about how to prepare for a career in art museum libraries, we are re- 
ally asking about what kind of skills are required to be an information professional in 
an art museum environment. Art museum libraries are as varied as the professionals 
who staff them, and for this reason a variety of education and experience pathways 
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can pave the way to a rewarding career. For the art museum librarian, core compe- 
tencies matter just as much, if not more, than credentials. With any specialized field 
there is a sense from job seekers that the right degrees, internships, and fellowships 
can guarantee employment in their field of choice; the truth is that many paths can 
lead to this corner of the profession. 

According to the Institute of Museum and Library Services's Museum Universe 
Data File for the fiscal year 2018, there are approximately 2,620 art museums in 
the United States! and approximately two hundred staffed libraries embedded in art 
museums and galleries as estimated in the Art Libraries Society of North America 
(ARLIS/NA) Museum Division crowdsourced list and reported in the ARLIS/NA 
2016 white paper, State of Art Museum Libraries.? Staffing numbers vary and are 
influenced by the institutional priorities of the larger institution in which the library 
is embedded, as well as the larger economic realities facing art museums in a given 
season. Staffing requirements for art museum libraries are multi-factorial, and while 
recommendations exist, there is no standard set by the Association of Art Museum 
Directors.? Art museum libraries can have staff numbers in the dozens or can be 
staffed by one person. For this reason, art museum librarians must be flexible pro- 
fessionals, able to wear a variery of hats and embrace new trends in art information 
management. 

What makes a successful art museum librarian and successful candidate for 
employment in an art museum library is mastery of core competencies. Although 
graduate work often provides a springboard for developing competency in key areas 
such as research skills and subject specialization, other competencies, like public 
service and instruction ability and individual professional practice, can be gleaned 
through professional practice in a variety of environments and training programs. 

The Core Competencies for Art Information Professional, a report authored by 
Karen Stafford, Maggie Portis, Amy Andres, and Janine Henri and published by 
ARLIS/NA in 2017, provides aspiring art museum librarians a key text when evalu- 
ating where they most need professional development.‘ These core competencies 
were developed to articulate the skills required of art information professionals that 
“are above and beyond general competencies” set forth by the American Library As- 
sociation (ALA) and expected of graduates from ALA—accredited graduate programs 
in library and information studies (LIS).° These standards were determined based 
on analysis of recent position descriptions in art information and visual resources 
fields, membership surveys of ARLIS/NA, the Visual Resources Association, and the 
Association of Architecture School Libraries, interviews with hiring managers, and a 
literature review.’ The following core competencies are outlined in the report: 


1. Art information professionals have broad and specialized subject knowledge in 
the fields of art, architecture, design, and related fields. 

2. Art information professionals recognize users’ information needs and teach 
users to locate, evaluate, access, acquire, and critically assess the information 


they need. 
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3. Art information professionals develop, organize, and manage collections 
responsive to the mission of their organizations, outreach, and institutional 
programs. 

4. Art information professionals have knowledge of trends in the field of library 
and information science relevant to arts and visual resources librarianship and 


are prepared to contribute to the advancement of the art library and visual 
resources professions.® 


These core competencies should guide graduate students as they select course- 
work, complete capstone projects, look for practicum opportunities, and apply for 
internships. For the established professional seeking to move into an art museum 
library, this report can help expose areas of strength in one’s background and areas to 


expand through continuing education courses, conference workshops, or additional 
graduate work, 


GRADUATE PROGRAMS 


Professional librarians in art museums are expected to be experts at supporting the 
kind of specialized research taking place in these institutions. At minimum, profes- 
sional librarians are expected to hold a master’s degree in library and information sci- 
ence from an ALA-accredited institution. It is increasingly common for institutions 
to indicate a subject master’s in art history as either a preference or a requirement.? 
The necessity for graduate degrees in addition to a master’s degree in LIS in order to 
succeed professionally in a given position is at the discretion of hiring committees 
and dictated by the specific requirements of any given position. Whether additional 
degrees give job seekers an edge on the marker is not established in professional lit- 
erature. This section confines its discussion to graduate programs in LIS. Pursuing 
multiple graduate degrees, or completing a PhD, is ultimately up to the individual’s 
interests and financial ability. Although certain positions require additional graduate 
work, the lack of graduate training beyond a graduate degree in LIS does not exclude 
qualified job seekers from employment in an art museum library. 

As of November 2019, there are sixty-two ALA-accredited graduate library and 
information science schools.’ The master’s degree in LIS is a generalist degree. There 
is some variety in course content among these programs when it comes to electives 
and in-program practicum experiences, but all accredited programs prepare their 
students for careers in the larger information profession. Students pursuing a career 
as an art information professional or, more specifically, an art museum librarian, will 
need to seek out opportunities within the framework of these graduate programs to 
gain necessary experience to be prepared for the unique opportunities the museum 
library environment presents. 

Several graduate programs in LIS offer exceptional training opportunities for stu- 
dents seeking a career in art museum librarianship. LIS programs often collaborate 
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with other academic departments at their universities to offer dual degree programs in 
various disciplines and elective graduate coursework that builds on the foundational 
work taken toward completing an LIS degree. For instance, concentrations or course- 
work in special collections, book history and print culture, foreign languages, and the 
digital humanities are also applicable to art museum environments. Many programs 
offer coursework in book arts, particularly those programs at universities with robust 
book arts programs and collections.!! Many museums, especially smaller museums, 
employ professionals in dual librarian/archivist roles, so coursework in archival de- 
scription and management is useful. Of accredited graduate programs, only one, Pratt 
Institute, explicitly offers an advanced certificate in Museum Libraries for students who 
have already earned an LIS degree.'? As of 2016, the University of Kentucky, Pratt In- 
stitute, University of North Carolina~Chapel Hill, Indiana University, and the Univer- 
sity of Wisconsin—Madison all have established dual degree programs for LIS and art 
history, and many others offer dual degree programs in a variety of allied disciplines.’ 
Because it is not always obvious what programs offer to support career devel- 
opment for art museum librarians, the Professional Development Committee of 
ARLIS/NA published Fine Arts and Visual Resources Librarianship: A Directory of 
Library Science Degree Programs in North America'* in 2016, compiling detailed 
information on all ALA-accredited library and information science programs in the 
United States (including Puerto Rico) and Canada, The directory provides detailed 
information on forty-two of the fifty-nine schools accredited at the time of publica- 
tion and provides information on programs and specialized courses offered, credit 
and exemption, internships, campus resources, admission deadlines, and financial 
assistance available. Most helpful, perhaps, is that it gives a clear picture of how each 
program's unique mix of course offerings, extracurricular offerings, and established 
relationships with art museums and campus galleries can support students building 
careers in art librarianship and seeking experience in art museums in particular. 
Graduate coursework is an important component for aspiring art museum librar- 
ians, but it is certainly not the only part. Choosing a graduate program is a personal 
choice and involves many factors, such as geographic location, current employment 
and family demands, and financial situation. It is not the intention of this chapter 
to assign value to one type of graduate experience. There are many factors that 
go into whether to choose on-campus or online learning programs, pursue a dual 
degree, or enter the job market after earning a library degree. Regularly examining 
job ads and networking with professionals already working in art museum libraries 
will give you the best sense of what is desired and required to secure a position as 
an art museum librarian. 


INTERNSHIPS, PRACTICUMS, AND MENTORSHIP _ | 


Experience in a museum environment is one of the most valuable experiences for 
aspiring art museum librarians. Internships provide excellent opportunities for new 
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professionals to explore work in a museum setting before entering the job market and 
to meet established professionals who can serve as career advisors, mentors, and teach- 
ers. Internships and practicums take the abstract concepts and theoretical work from 
gtaduate coursework and set it in an applied environment, whereas mentoring rela- 
tionships can help guide early career librarians as they make their way into the field. 
‘Despite the fact that they share similar internal structures and operational styles 
with academic and public libraries, art museum libraries are unique information 
agencies. Art museum librarians work with unique patron groups, from docents 
and curators to art appraisers and the general public. For students geographically 
distant from art museum libraries, an internship can provide a career broadening 
experience.'? Many paid internships'® are advertised on ARLIS-L, the listserv. for 
ARLIS/NA, each year. Though most internships are funded by their host institu- 
tions, ARLIS/NA offers the Wolfgang M. Freitag Internship Award, which provides 
tnancial support for a 150-hour internship in an art or architecture setting for 


students preparing for a career in art or architecture librarianship or visual resources 


curatorship.’” 


Practicums are a graduation requirement for most graduate degrees in LIS. These 
experiences are generally compensated with graduate credit only and are proposed 
by.the student to a relevant host institution. Graduate students looking to augment 
their generalist coursework can pursue practicum experiences in art museum librar- 
iés to gain practical field experience. These opportunities are generally held over 
ond semester or summer for between one hundred to 150 hours, depending on the 
program. They allow students to pursue areas of professional interest while gaining 
access to mentorship from professional librarians at the host institution. 

Mentoring relationships between new and established art museum professionals 
can be a mutually beneficial relationships. Insofar as graduate programs provide 
mentoring in the form of academic advisors and trusted instructors, establishing a 
mentoring relationship with an established art museum librarian who has navigated 
the career planning process can open new doors when it comes to entering the job 
market. ARLIS/NA offers a formal year-long mentoring program in addition to other 
programming aimed to bring students and early career professionals into the field.'® 


CONCLUSION 


Many paths can lead to a career as an art museum librarian, and securing a position 
as a museum librarian is a function of many factors that may include timing and 
geography as well as an assemblage of degrees and internships. There is no combina- 
tion of degrees and experiences that can guarantee someone a position in a museum 


rlibrary, but there are many avenues to secure the skills necessary to excel in an art 


museum library. By using the Core Competencies as a guide while choosing course- 
work and extracurricular experiences, aspiring museum librarians can set themselves 
on the right trajectory toward achieving their career goals, Established librarians 
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working in other fields seeking employment in an art museum setting can use the 
core competencies to think about their existing experiences in other information 
environments in a new way, or utilize mentoring relationships to build networks in 


their new field. 
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Demonstrating the Value of the Art 
Museum Library through Strategic 
Volunteer and Intern Management 


Traci E. Timmons, Seattle Art Museum 


Volunteerism in museums is on the rise. In fact, the majority of people who work 
in museums are volunteers.’ Not unexpectedly, this trend is reflected in a growing 
number of volunteers in the art museum library.? And, although “free labor”—as 
volunteering is apt to be called—on the surface may appear to be wholly positive, 
engaging and managing volunteers is far from free and can come with unexpected 
challenges. However, despite this, the Strategic management of volunteers can add 
value and strengthen the place of the art museum library within the institution. 

With instances of staff reductions and mergers, there is a growing fear among art 
museum library staff that volunteers could be asked to take the place of formerly paid 
positions.’ The phenomenon of volunteers replacing paid library staff is a concern 
initially expressed in the 1970s by public libraries, whose activism ultimately led 
to the creation of Guidelines for Using Volunteers in Libraries.’ Despite these strides, 
evidence suggests that these guidelines are being whittled away.’ Art museum library 
staff of the early twenty-first century typically lack union status and the bargaining 
power that accompanies it. Further, there is sometimes a lack of understanding re- 
garding the art museum library’s value when revenue generation is prioritized over 
scholarship, access, and skilled staff assistance for institutional leadership.® 

In her survey of small art museum libraries, Joan M. Benedetti found that a sig- 
nificant number of librarians were not full time and “in many cases . . . volunteers 
and interns supplement[ed] paid staff.”” Further, there are examples of art museum 
libraries in the United States that have no paid staff and are run solely by volunteers.* 
In the Art Libraries Society of North America (ARLIS/NA) 2016 white paper, State 
of Art Museum Libraries, the authors remark: 


When museums are faced with downsizing, layoffs of library staff have been easier for 
[an] administration to justify than cuts to development, curatorial, or public relations 
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a come with additional benefits thar volunteers do not have, such as an institutional 
f ethail address or access to staff programs. Internships will typically lend themselves to 
stand-alone projects. If they are paid interns, the internship sponsor—a foundation, a 
donor, or the institution itself—may have stipulations about the type or subject-focus 
of work done. Keeping all of these things in mind, interns may have a more elevated 
status and be more like professional employees in the eyes of the institution. Because of 
this, it is important to have projects for interns that meet the institution's criteria and 
are in line with the goals of the library, but do not simultaneously undermine the work 
of paid staff. Internships should benefit the intern by providing a real-world experience 
and‘training, and, ideally, produce a tangible end-product that the intern can share. 
Creating internship descriptions can be extremely useful. These descriptions can 
ipimic job descriptions and describe a project in detail, but they should also list the 
responsibilities and, importantly, any skill or educational requirements. Descrip- 
tiorts are an important tool in the recruitment process. Establishing projects and 
position descriptions ahead of time means the library staff can guide internship 
work purposefully.” 

Volunteers are a group whose members may have a wide range of skills, educa- 
tional background, and experience. Volunteers may be retired librarians, or even 
currently employed librarians, who want to utilize their skills in an arc museum 
environment. Other volunteers may not have any library background or educational 
experience, but are interested because they have long been users of libraries or are 
j' considering pursuing a library or information science educational program and wish 
! to know more about the field. All of these types of volunteers can potentially provide 
important assistance. Similar to the creation of projects for interns, establishing tasks 
or ongoing projects for volunteers ahead of recruiting is critical to guiding volunteer 
work in the best interest of the library. Projects for volunteers lacking library work 
experience may be targeted to tasks that are typically more routine or housekeeping 
in nature: shelving books, making photocopies, wrapping dust jackets, filing, and so 
forth. Volunteers with strong library skills can provide great assistance in long-term 
projects that are not appropriate for interns because they are ongoing and offer little 
Opportunity for new skill development. These volunteers can take on tasks that 
library staff might like to do, but will never have the time to do (e.g., low-priority, 
ongoing cataloging projects; creating inventories or bibliographies; shelf-read, scan, 
and check duplicates; box up interlibrary loan requests; check in serials, etc.). 
Similar to internships, volunteer position descriptions, including skills required, 
can be very useful. Because volunteer tasks can be varied, can potentially change 
when there is a need, and are often ongoing, these position descriptions can be broad 
f. and list a sample of possible tasks or simply state that the tasks or duties are assigned 
}- 'by library staff based on current needs. Having several position descriptions—one 
' for library-skilled volunteers and one for those lacking library work experience—may 
also be useful depending upon each library’s situation. Further, including skills and 
even educational requirements can be helpful in recruiting and selecting the best- 
fitting library volunteers." 


staff. Art museum libraries are increasingly required to function with reduced support 
for staff, and are forced to rely more heavily on volunteers, interns, and temporary 
contract positions.° 


Understanding this trend in the 1990s, in its Staffing Standards for Art Libraries 
and Visual Resources Collections, ARLIS/NA’s Staffing Standards Committee recom- 
mended what public library unions had recommended in the 1970s: “[vJolunteers 
may be used for special projects but must not take the place of staff positions re- 
quired for the regular functions of the library.”"° 

For art museum libraries that have experienced downsizing, library managers are 
faced with few options if they desire to continue to maintain a high level of service 
for their patrons. Confronted with a lack of staff resources, but also having a need to 
continually show value and deliver mission-critical services, volunteers and interns 
can be a tremendous resource—but their integration into library workflows must be 
pursued strategically. And, rather than seeing them as a potential employment threat 
or a burden on staff time, it is important to think of volunteers and interns as valu- 
able resources that can potentially strengthen the value of the library. 

Managing volunteers and interns can take a great deal of time and draws upon 
one’s interpersonal project and time management skills. The successful management 
of these groups is guided by institutional policies and procedures, but should also be 
defined by library-specific policies that include the early establishment of strategic 
project and task assignments and limits for the types of work that can be done by 
volunteers, smart recruitment and selection, standardized management practices, 
mechanisms to promote the work being done by these groups, and a means to 
recognize the important assistance that volunteers and interns bring to the library. 

Determining before recruitment what jobs volunteers will do, what projects 
interns will do, and what duties and tasks will remain solely with paid professional 
staff is key. Setting these guidelines beforehand will save time and set a standard for 
what the institution sees as professional work, volunteer work, and internship work 
in the library. It is also essential to make distinctions between interns (paid and un- 
paid) and volunteers with respect to what projects or tasks are assigned, as they are 
very different groups with potentially very different skill sets and goals. It may also 
be necessary to make differentiations within the group of volunteers, as well, where 
varying skill sets or backgrounds exist. Importantly, any work done by volunteers and 
interns should always demonstrate the library’s ongoing commitment to the mission 
and goals of the institution. Tying projects and tasks to a mission statement, strate- 
gic plan objectives, or institutional goals will instill a sense of value for the library 
throughout the institution, as well as for the individuals performing the work. 

Interns are typically current graduate or postgraduate students in the library and 
information science field and, occasionally, undergraduate students. They may also 
come from related fields of study. Internships are tied to specific projects and limited 
in duration; they may last an academic quarter or semester, or they may be year-long 
projects, but they should have a designated beginning and end." Internships may 
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Art museums have a great range of volunteer programs, but despite the size, for- 
mality, or even existence of a formal volunteer program, the library should strive to 
participate in the selection process or at least be able to manage volunteers strategi- 
cally when the selection is done on the library’s behalf. In an ideal world, volunteers 
and interns should complete an application, go through a screening process, and 
interview with the library employees to whom they'd be reporting; those individuals 
would ultimately determine the candidates’ eligibility. 

For those art museum libraries that get recruiting and selection assistance from 
another department, it is important to share the position descriptions. The goal is to 
leave as little guesswork as possible for those providing recruitment assistance outside 
of the library. If library staff is solely responsible for volunteer recruitment, these 
same position descriptions should be utilized wherever recruiting happens: websites, 
listservs, online job boards, newsletters, and so forth. Regardless of who is doing the 
recruiting, targeted marketing of these opportunities should be carefully considered 
and have library staff input whenever possible. 

While there is no one source that will consistently provide the best applicants, 
general announcements on the museum’s website may result in a large number of 
applicants, including many who may not possess the necessary skills for positions, 
but that approach is one of the most equitable in that it opens the playing field to 
anyone. Universities with academic master’s of library and information science or 
similar programs in close proximity may have a large pool of very qualified candi- 
dates from which to pull. Reaching those candidates may require direct contact with 
a university staff or faculty member, or it may require posting to a listserv of which 
one needs to be a member. It may be the case that library staff need to step in on 
behalf of the volunteer department to facilitate announcements to these groups. 
Importantly, with the continuous increase in the number of students receiving their 
master’s of library and information science degrees through online programs, there 
may be an additional unknown set of students in the library's vicinity. This is a group 
that could especially benefit from internships and volunteer opportunities given that 
they typically do not have access to the same academic library experiences that those 
completing residential programs will have.'4 

One of the most time-consuming aspects of managing volunteers and interns is 
the initial onboarding and training. Rather than bringing people on ad hoc, estab- 
lishing specific starting dates for groups of volunteers and interns can save time and 
has the added benefit of being predictable. Starting dates can align with an academic 
calendar or be seasonal. Communicating the designated shifts and starting dates with 
others involved in recruitment and including this information with any position 
descriptions and postings is crucial. 

Creating a standardized training plan is a way to save time and make sure that 
all volunteers and interns receive the same information. Group onboarding allows 
library staff to do the training once, but it has the added benefit of giving new vol- 
unteers and interns a chance to meet one another and hear different questions and 
perspectives. Once the training, common to all starting volunteers and interns, is 
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complete, individual task and project training can begin. And, although individual 
training is additional and will take time, the amount of time is lessened by not hav- 
inéto repeat the common training information again. 

Unlike interns, volunteers may stay with the library for a number of years. These 
¥olunteers can have a role in volunteer management that can greatly ease the bur- 


~ ™ den, of managing a number of people with limited staff time and resources, but 


attention must be paid to maintaining the volunteer versus staff role distinctions. 
Long-time volunteers can fill a particularly useful role as mentors to new volun- 
teers. There are instances’of mentorship programs where new volunteers are paired 
with veteran volunteers, and the veteran or mentor volunteer is able to answer 
questions and reiterate policies, minimizing frequent interruptions to library staff. 
Moreover, this creates a much richer experience for new volunteers and provides 
d well-earned leadership role for volunteers who now have a great deal of art mu- 
,seum library experience. A “lead volunteer” position can also be helpful. Typically 
Held by a long-time volunteer, this role can include assistance with creating the 
monthly schedule and communications to volunteers, among other tasks. In its 
Standards and Best Practices for Museum Volunteer Programs, the American Associa- 
tign for Museum Volunteers advises, “[f]or some museums, the establishment of 
an advisory committee of volunteers may be appropriate.” Installing a lead library 
volunteer in museum volunteer committees can play an important role in helping 
volunteers in other museum departments understand the value of the library. The 
lead, volunteer may have opportunities for information sharing or presenting on 
behalf of the library at committee meetings. 

‘As volunteers and interns settle in and complete tasks and projects, it is important 
to communicate that good work is part of an ongoing effort to raise awareness about 
thé library and promote its value to the institution as well as to the outside world. 
Promotion should strengthen the value of-the library and its staff, rather than un- 
dermine it, by conveying a sense that volunteers and interns do all of the work. And 
any promotion should focus on projects or tasks where a connection to institutional 
goals, strategic plans, or priorities can easily be made. Using the language of the in- 
stitution’s mission and goals within promotion can help instill the library's valuable 
place within the institution. 

Promotion can be done anywhere: on social media, print media, or in person. 
Requiring a written project summary at the internship’s completion can be a useful 
tool for library promotion. This may take the form of blog posts or reports written 
by-interns. Blog posts are especially useful because the content, now anchored on a 
website with a shareable URL, can be distributed out to other social media outlets. 
Additionally, this same content may be used for institutional print publications like 
bulletins and newsletters. Even though the intern may be developing the content, 
it is the library staff's role to direct the content internally to marketing, public rela- 
tions, and other departments responsible for promotion. Presenting these projects 
and demonstrating their value and correlation with institutional goals and priorities 
in person can be very powerful. 
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In conclusion, art museum libraries need to engage with volunteers and interns in a 
way that ultimately creates value and raises awareness about the work that is done in 
libraries to support the strategic goals of the larger institution. Recruiting, selecting, 
and managing volunteers and interns is a formidable task, but good preparation in 
defining roles and clearly identifying skills and educational backgrounds required 
can make the task much easier and lessen the chances of volunteers supplanting paid 
staff, Creating policies and standards for scheduling and training can ultimately help 
alleviate the staff time taken to do repeated instruction and answer frequently asked 
questions. Intern and volunteer work clearly tied to the institutional mission and 
goals can be strategically promoted and marketed to raise awareness and demonstrate 
the mission-critical value of the art museum library. 
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Digital Art History and the 
Art Museum Library 


Stephen J. Bury, The Frick Collection 


The core definition of digital art history is the use of computational tools or meth- 
ods with digital data to answer art historical questions. It has been seen as a subset 
of digital humanities and, indeed, it can employ the same tools (e.g., visualization, 
geographical information systems, text analysis, data mining, or virtual reality). The 
predominance of the use of digital images and also of conservation data may make 
f: it, in some eyes, distinctive from digital humanities. It also overlaps with digital 
g. substitution as in the case of the digital catalogue raisonné or the replacement of the 
(| light-box with the digital ARIES (Art Image Exploration Space) tool, a collaboration 
between the New York Tandon School of Engineering and the Digital Art History 
Lab at the Frick Art Reference Library.’ Again, the history of digital art is an ap- 
propriate subject of study for digital art historians but it is not exclusive to them. 
The digital publications of museums are another ingredient. Another approach is not 
to ‘define art history but to characterize it by activities associated with it: the Getty 
Foundation Digital Art History program sees the term as “a shorthand reference for 
the potentially transformative effect that digital technologies hold for the discipline 
of art history . . . allowing] researchers to handle large volumes of digitized images 
and texts, trace patterns and connections formerly hidden from view, recover the past 
in virtual environments, and bring the complex intricacies of works of art to light as 
never before.”? This chapter will approach digital art history in the widest sense and 
from all these different and overlapping perspectives.? 

Many art museum libraries are hard pressed for resources, whether staff, time, or 


a , money. Why should they become and remain involved in digital art history? Although 


digital art history has been slow to take off for various structural and institutional rea- 
| sons, it is now at a tipping point and has becomé a core activity of many art institu- 
' tions. Partly this is because of the widespread adoption of artificial intelligence and the 
availability of big data repositories, and by advances in other disciplines like medicine, 
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market-trading, transportation, and so forth. Art history would be a curious outlier 
were it to be unaffected, especially considering that contemporary art is increasingly 
being produced digitally, whether photography, video, or immersive installations. 
Last but not least, the increasing amount of digitized content—images and full-text 
—from museums and art libraries, data in museum and library catalogs, web ar- 
chives, and so forth, has reached a critical mass, which cries out for new tools and 
strategies to incorporate it into research being done in the field.‘ 

At the same time new cohorts of art history students are emerging from such 
institutions as Wired! at Duke University, the Yale Digital Humanities Lab and the 
Edith O’Donnell Institute of Art History at the University of Dallas, Texas, which 
claims to be “the first art history institute founded in the digital age.” The art history 
undergraduate program at New York University from 2019 teaches a course, Digital 
Tools for Art History, designed by Pepe Karmel and Deena Engel, where students 
are taught Photoshop, how to use online image repositories, interpretation of scans, 
virtual reality and three-dimensional modeling, digital art, Zotero, data transcrip- 
tion and entry, and so forth. These students will be a part, an increasing part, of the 
next generation of curators. The Digital Art History Lab at the Frick Art Reference 
Library, The Frick Collection, which started in 2017, is seeing an increasing involve- 
ment of students, researchers, and the general public interested in its workshops and 
lectures. The rest of this chapter focuses on what any museum library, irrespective of 
resources, could, and perhaps should, be doing. It can be called the four As: aware- 
ness, advice, advocacy, and alliances. 

The art librarian should never forget that they are primarily in the information 
business, and those information school introductions to information theory and cod- 
ing should enable them to understand digital art history. Their other information- 
seeking and disseminating skills allow them to be a source of information about 
digital art history and the projects that are taking place internationally in this area. 
The Art Libraries Society of North America (ARLIS/NA) has both a Digital Humani- 
ties Special Interest Group and is preparing a directory of digital art history, which 
will also form a registry of digital art history projects and datasets.° Meanwhile, John 
Taormina’s Digital Humanities Bibliography (2019) for Wired! at Duke University and 
Ellen Prokop’s DAHL Zotero Library for the Frick Art Reference Library Digital Art 
History Lab, which exists in Zotero and static versions, provide good summaries of 
the literature of and projects in digital art history.” Additionally, there is a wider digital 
humanities guide prepared by the University of Southern California.*® 

There exists an international network in digital humanities research—the Digi- 
tal Humanities Conference—began in 1989, and the first digital research in the 
humanities and arts in 1997, and the Computer Vision symposium began at the 
Frick Collection in 2018. ARLIS/NA, ARLIS/UK and Ireland, and the College 
Art Association have had sessions or posters on digital art history at conferences 
in recent years and are good places to discover new projects and to make contacts. 
Art Documentation and Art Libraries Journal are good sources for new initiatives. 
JAIC: The Journal of the American Institute for Conservation of Historic and Artistic 
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Works includes articles on machine learning and other computational approaches to 
museum conservation. There are also specialist journals—Computers and the History 
of Art began in 1991, and the International Journal for Digital Art History began in 
2019. Datasets are mostly made available via GitHub: The Museum of Modern Art 
(MoMA), The Tate, the Carnegie Museum of Art, as well as the Frick Art Reference 
Library have pages and datasets there. All four institutions have exemplary condi- 
tions that define how these datasets can be used.? 

Drawing the attention of colleagues to what is happening in other museums and 
organizations is an excellent way to begin advocacy. The Getty Foundation Digital 
Art History initiative has supported digital mapping, virtual reality, and visualiza- 
tion projects.'° The “Connections” diagram for the exhibition, Inventing Abstraction, 
1910-1925 (MoMA, New York, December 23, 2012-April 15, 2013) traced the re- 
lationships of early twentieth-century artists in a three-dimensional network diagram 
that demonstrated international connectivity and also the importance of women— 
“its pioneers were more closely linked than is generally thought.”"" The Exhibition 
History site created and maintained by the MoMA Archives includes digitized instal- 
lation photographs and press releases, and additional metadata for exhibitions dating 
from the museum's founding in 1929. In addition to its presence on the MoMA 
website, the data was also put into the public domain on GitHub, allowing—actually 
encouraging—participation in the use of the data by anyone, asking and answering 
such questions as “which artists are mostly frequently exhibited with another artist?”” 

An art librarian’s participation might begin with personal staff development— 
learning about digital art history techniques, Linked Open Data, Zotero, structuring 
data, data mining, and so forth, or organizing a workshop with an outside expert for 
library staff or a wider internal or public audience. Each institution has a protocol 
for such events, and these should always be observed: a digital art history initiative 
should not be perceivable as a rogue event. Consideration should also be given to 
exploiting an existing electronic resource/database to consider how these existing da- 
tasets could be used in a digital art history project. At the Frick Art Reference Library 
many of the digital art history initiatives arose because of a desire to fully exploit the 
digitization of 1.2 million photographs of works of art in its Photoarchive. This led 
to work on computer vision with the ability to recognize similar images without the 
initial intervention of attribution, the automatic subject description of images for 
indexing and crowdsourcing for Americans with Disabilities Act (ADA) captioning. 
It is useful to have a real problem and then to think how the methodologies of digital 
art history could be usefully and creatively applied. But advocacy should apply to the 
museum, too, in promoting open access for images, release of datasets, and coopera- 
tion with collaborative conservation projects using digital tools. 

Conservation departments could be useful allies in institutions where curatorial 
staff might be focused primarily on connoisseurship: many exhibitions utilize the 
results of x-rays, reflectographs, infrared, and so forth. An example of interest to 
the museum institution and the wider public is the Frick Art Reference Library's 
work with Professor C. Richard (Rick) Johnson Jr. from Cornell University’s 
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Department of Engineering to present evidence from thread counts on Vermeer rolls 
of canvas or chain lines from the process of seventeenth-century papermaking to 
determine which Rembrandt prints were related in material terms.!? Other internal 
allies are museum development departments, who increasingly use big data and are 
interested in network diagrams and other visualizations. Publications departments 
are also interested in non-print forms of publication. Curators in specialist modern 
or contemporary art museums are generally less resistant to digital art history— 
MoMA would be one example. Curators in more traditional disciplines may need 
the example of their fellows and interns, so they are worth cultivating as allies. 

If an art museum library is near to or has connections with a-local library and 
information science school, there may be opportunities to collaborate on such activi- 
ties as data-thons or Wikipedia Edit-a-Thons, testing the potential audience for, and 
possible support for, further digital art history activities. 

It can be argued that as important as financial contributions to an art museum 
library are, an equally valuable asset is being able to work collaboratively with local, 
national, or even international technology partners. It is important to have a clear un- 
derstanding of what your library’s needs are for a project—rather than a collaboration 
for collaboration’s sake, the project must advance institutional strategies and agendas. 
For many art institutions with large digitized image collections, compliance with the 
ADA (1990), which did not directly address web issues, involves adding alternative 
text (alt text) for images, but this task is resource consuming. Part of the Frick Art 
Reference Library's approach was to work with technological partners—in this case 
with Stanford University’s Department of Statistics and Cornell University’s Depart- 
ment of Engineering and, in a separate project, with the University of Pennsylvania's 
School of Engineering—to achieve ADA compliance using artificial intelligence. 

There are downsides to digital art history—ethical issues with data and sometimes 
with the algorithms themselves.” It can be resource intensive, expensive, and for each 
successful project there may be five that were not. Sustainability is another issue. Al- 
though data and code can be open source and housed on GitHub, many projects, and 
in particular digital publications, are difficult to archive and thus to continue to make 
available. Sustaining a digital project over its lifetime requires a continuity of staffing 
and funding, and this should be taken into account at the beginning of any initiative. 
But digital art history does offer the opportunity to ask questions that, in the past, 
would be difficult to answer or even impossible to ask. And it also makes our collec- 
tions available for new uses by digital natives in a more democratic manner than before. 
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17 
The Changing Ecologies of 
Museum Metadata Systems 


Jonathan Lal, Museum of Modern Art 


Librarians are trained to be experts in metadata whether or not they spend time 
treating that metadata as catalogers or systems librarians. In art museums, metadata 
is created in curatorial departments, archives, and elsewhere across the institution to 
describe artworks, institutional records, and other valuable materials. Librarians are 
experienced in creating well-structured, consistent metadata, implementing:name 
alithority files and controlled vocabularies, and applying complex classification 
schemes, and they can use their skills to increase discovery and access to museum 
collections and scholarship. Gaining a holistic view of all the metadata created by an 
‘institution contextualizes the work the library does, and, as shall be demonstrated, 
paves the way for new methods of access and discovery. This chapter will discuss the 
who, what, where, and whys of metadata creation inside an organization and will go 
on to examine museums that are exploiting the commonalities among their metadata 
systems for new projects. Finally, this chapter will briefly examine linked open data 
(LOD) and demonstrate how the principles embedded in LOD are guiding many 
of these solutions. 


ENVIRONMENTAL SCAN: METADATA AND SYSTEMS 


As a first step to thinking about metadata, it is useful simply to understand where 
it is kept, by which departments, and for what purposes. Large institutions typically 
have several distinct systems for the library, the artwork collection, digital resources, 
and archival systems. Smaller institutions may try to minimize costs by making one 
type of software fit diverse needs. Institutions of all sizes often utilize simpler tools 
such as Excel spreadsheets or Google Docs; if such documents play a role in how 
one creates and stores metadata for discovery and access, then they too should be 
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understood as important systems in their own right. For a good overview of the 
larger systems frequently seen in museums, archivist, developer, and preservation 
expert Ashley Brewer has maintained a public spreadsheet comparing commercial 
and other metadata systems used by art museums. The spreadsheet currently lists 
sixty-eight different systems.’ In museums, the systems managed by the library and 
those library staff, who have privileges to use, can vary widely. 

Diagramming the systems used by an institution is the second step to understand- 
ing the metadata ecology of which the museum library is a part. In 2018, Duke Uni- 
versity Libraries diagrammed their current metadata creation and discovery systems 
and found it had enormous utility in orienting current and new staff to where their 
work fits into the overall ecology.* Like Duke, the Art Institute of Chicago produced 
the diagram in figure 17.1 to understand better how to streamline their systems.’ As 
it illustrates, metadata created in the library has the possibility of ending up in many 
different places alongside metadata from many other systems. 

As metadata flows from where it is created to where users access it, does it overlap 
with information about the same item created somewhere else? At the Museum of 
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Figure 17.1. Diagram of Art Institute of Chicago metadata systems showing where 
metadata is created and stored (top), and where it is displayed and accessed (bottom). 
After Illya Moskvin and Nikhil Trivedi, “Building a Data Hub: Microservices, APIs, and 
System Integration at the Art Institute of Chicago,” MW19: MW 2019. [Redrawn by 
Jonathan Lill.] 
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Modern Art (MoMA), for instance, when an item in the library—which already 


has a bibliographic record in the library catalog—is loaned out for exhibition, it is 
put into the same workflow as artwork loans and thus requires creating a record for 
the item in the museum's collection management system. At the same time, a high- 
resolution image of the item is made and stored in a digital asset management system 
with attendant descriptive metadata. Thus, three systems have metadata describ- 
ing the same object. If an institution wants to connect the three records (or easily 
ascertain that they described exactly the same item), it can make sure that a single 
unique identifier is copied from system to system, such as a call number, barcode, 
or bibliographic system record identifier. For added convenience, the new identifiers 
might be copied from the collection management system and digital asset manage- 
ment system back to the original bibliographic record, or a spreadsheet outside of 
any system can contain all the information. 

One object may be represented in more than one system, but the picture broad- 
ens when one considers the possible overlap among types of objects across systems. 
Libraries may own books that are rare or artist-made. Do the institution’s curato- 
rial departments also accession books as part of the museum’s art collection? What 
about posters and other graphic works, photographs, or ephemera? What steps 
would be needed to produce a list of all examples of one class of items regardless 


of which department holds them? One step could be to ensure that wherever that 


metadata lives, the items are classified consistently (e.g., a “poster” is called a poster 
in every system in which a poster is described). This can be achieved by adopting 
a consistent, controlled vocabulary across all the systems, or more simply by main- 
taining a crosswalk for reference where different terms in each system are matched 
to each other. 

If types of materials overlap among departments and systems, it is certain that 
there is overlap among creators—authors, artists, curators—across systems. Museum 
libraries will have books about (or by) artists whose artworks are hanging in the gal- 
leries. When the same names appear in both the library system and the museum's 
collection management system, the names aren't often in the same format, so how 
can they be tied together? The best answer may be to match the names to each other 
and store a unique identifier for one in the record for the other, or to store in each 
place with a unique identifier from an external authority file. This way it does not 
matter if different systems refer to the artist as “Basquiat, Jean-Michel, 1960-1988,” 
“Jean-Michel Basquiat, American, 1960—1988,”? or “Samo” (the artist’s early pseud- 
onym); systems can recognize that the records refer to the same person because of 
the system identifiers or because all three records match to an external authority 
identifier such as the Getty’s Union List of Artist Names (“Basquiat, Jean-Michel 
[American painter and sculptor, 1960-1988],” identifier 500093239). 

These are the types of linkages that make it possible for a search result to show 
everything made by or concerning a specific artist, format, or medium: finding the 
similarities among an institution’s metadata systems and encoding those points of 
congruence in the metadata itself. Only then can a museum respond to such a query 
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with a display that can include correspondence from the archives, artist files, recent 
monographs, as well as artworks in the collection. 


MAKING CONNECTIONS 


Many art museums are aligning their metadata to produce more detailed and unified 
online displays of cross-departmental holdings. An exemplary case is The Georgia 
O'Keeffe Museum in Santa Fe, New Mexico, which launched a beta version of 
a new “Collections Online” site in fall 2019.° The site unites metadata from the 
museum's collections system, library catalog, archival finding aids, and digital asset 
management system into a single search interface. The website clearly indicates that 
all these materials come from different departmental collections, but treats them like 
a single group in order to search for any materials—artworks, correspondence, pho- 
tographs—by their common charateristics, including date of production, creator, 
or subject. The site fully exploits the varieties of roles individuals have to objects. 
O'Keeffe was for a time married to noted photographer Alfred Stieglitz, but “Col- 
lections Online” allows a user to discover photographs where he is the subject rather 
than the photographer, while also leading the researcher to letters where he is the 
writer or the recipient, all in addition to his photographs. Whereas O’Keeffe’s paint- 
ings were already readily available on the museum's website, the “Collections Online” 
initiative is a vast improvement in discoverability for library and archives materials. 
Furthermore, by establishing webpages for creators like Stieglitz and thousands 
of other names, the O’Keeffe Museum's website provides a place to communicate 
information about those persons, and a place from which to link to additional re- 
sources—Wikipedia, ULAN—for learning more. 

The O'Keeffe Museum is not the only museum building with such a project. In 
summer 2019, the director of web content for the Victoria and Albert Museum an- 
nounced a similar initiative, saying, 


Yet—right now—it’s difficult, nigh on impossible, for us to answer the question, “Can 
you show me everything you have about William Morris?’ . . . This is because the V8&A’s 
information on William Morris exists across seven different systems—our collections 
management system, our content management system, our blog, our library catalogue, 
our archive, our image licensing website and online shop. There are probably others.’ 


In spring 2019, the Philadelphia Museum of Art inaugurated its Art Information 
Commons project in order to overcome the information silos that “make it more 
difficult to find relevant items, such as a preparatory drawing, letter from the artist, 
historic installation photography, and scholarly publication that all pertain to the 
same work of art.”* Part of the project’s goal is to achieve “the holistic management 
of its collections related to data” and the creation of an information culture “that 
spans the entire organization and will benefit data creation, access, and preservation 
for years to come.” It is as yet unclear what kind of interfaces the project will pro- 
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duce, but it certainly aims to change how metadata producers across the museum 
understand the context of their work. 


More museums are expanding their websites in ways that do not necessarily feature 
rich metadata-fueled search environments but still improve online discoverability and 
access to library materials. In 2016 the MoMA published thousands of new webpages, 
one for each exhibition in their then eighty-seven-year history (figure 17.2). Those 
pages were built on historical exhibition data developed by the MoMA archives. The 
exhibition data was connected on spreadsheets to checklists and installation images 


_ from the archives, press releases from the library, and newly scanned exhibition cata- 
logs matched to their MARC metadata from the MoMA library catalog. 
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Figure 17.2. Homepage of MoMA historical exhibition pages aligning 
metadata from library, archives, collections, and web systems in one place, 
https://www.moma.org/calendar/exhibitions/history. 


LINKED OPEN DATA 


These projects could not happen without understanding the metadata systems— 
collection management system, library catalog, spreadsheets—aligning the meta- 
data by their points of commonality—artist name, role, exhibition, format—and 
embedding that information in the metadata. Such activities are also the basic steps 
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toward implementing LOD. Very simply, LOD is a set of strategies and standards 
for encoding and publishing metadata online in a manner that makes it much easier 
for other computers and systems to find it, understand what it is, and integrate it 
with metadata from other institutions. LOD is not now, and perhaps will never be, 
a substitute for current institutional metadata systems (or whatever current systems 
become). The core concept of LOD is that anything one wants to describe—an 
artwork, an artist, or anything else—can be assigned a place on the web, a uniform 
resource identifier (URI)."° In addition, whatever one wants to say about that entity, 
such as title, or medium, or creator, is also defined by its own URI and that, finally, 
as many of the values as possible are given URIs as well. The result would be a place 
on the web given not only to a specific painting (e.g., Starry Night),"! the medium 
itself, oil on canvas,” and the creator, Vincent Van Gogh,’ but also to the concept 
of painting, the concept of medium, and the concept of a creator. As museums work 
to connect and interlink metadata across their institutions for better access, LOD 
promises to help do the same across the entire internet. 

If that seems like an impossibly distant goal, Tim Berners-Lee, the person who 
formulated the major concepts of LOD, helpfully laid out steps on how to get there 
with his five-star linked data scheme: 


% Data is available on the web, in whatever format, but with permissions for 
anyone to access and use it. 

3% Available as machine-readable structured data, such as in a spreadsheet rather 
than a Word document or PDE 

wk Available in a non-proprietary format (i.e., CSV, not Microsoft Excel). 

wre F% Published using open standards from the W3C and establishing URIs for 
things so people can point to them. 

weer HH All of the above and actively linking to other LOD." 


As this list shows, it is not difficult to achieve three-star LOD with a little effort, 
but the question arises as to what data a museum might want to make public. Data 
about artworks owned by the museum is certainly an obvious choice, and collection 
data has been the focus of LOD initiatives for several years.> The MoMA posts col- 
lection data on GitHub as well as a separate dataset of the artists in its collection 
and another of its exhibition history.'® The Rijksmuseum, leading the field, recently 
launched “Rijks Data,” which hosts separate datasets for not only their collection 
data, but also for the controlled vocabularies they use in the museum as well as their 
entire library catalog.’” 

Other museums may decide not to go quite that far, but in thinking about what 
data to make public, they can reframe the questions asked earlier in this chapter. As 
one might want to be able to see all the artists’ books in the museum regardless of 
what department they are in, so too might one ask to see, all at once, artists’ books 
from many institutions. For institutions where such a goal would be useful, making 
a spreadsheet of only artists’ book data available to the public can be an important 
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step to take, If the library’s artist files contain significant materials on artists in the 
colléction or important to the local community, then making that data public can be 
a significant way of drawing attention to the collection and making the information 
about the materials more useful. Matching those artist file names to artworks in the 
collection, Wikipedia pages, or ULAN records, makes the data more valuable and 
ties data from an institution more fully into a future LOD universe. 

«Metadata is much more than MARC records in a bibliographic catalog. By un- 
-* derstanding the different places metadata resides across an institution, one can start 
identifying areas where-the metadata overlaps, and, by exploiting these connections, 
provide new ways for users to discover and access collections in the library, in the 
museum's collection, and elsewhere. The same techniques used to accomplish this 
internally can also set one well on the path toward LOD. Eventually, the metadata 
for all the materials art museuths preserve and promote might be fully integrated 
(or able to be integrated) with the metadata from the international community of 
museums, uniting the local ecology of the institution with that of the broader world. 


) 
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Digitization and Digital Repositories 


Bryan Ricupero, University of Wyoming, 
and Sophie Jo Miller, University of Wyoming 


This chapter examines key components in the digitization and repository processes 
and systems related to two-dimensional objects in art museum libraries. These in- 
clude policies for building collections in digital repositories, digitization processes 
and workflows, platforms used for sharing various collection types, Americans with 
Disabilities Act (ADA) accessibility standards, and long-term preservation strategies. 

While viewing a digitized version does not entirely replace the impact of the physi- 
cal object, it does offer unique, new ways for the public to discover and experience 
it, while also reducing wear and tear on the originals. Furthermore, “digitization 
allows the (virtual) integration of (physically) separated information and objects in 
c6llections, even if these objects are from different departments. Digitization would 
further solve the concern of defining where the collections are to be managed, by the 
museum or by the museum library, reducing the problem of the artificial division 
of collections.”! Although at present most museums commit a very small percentage 
of their budgets—on average, less than 10 percent—to building digital collections, 
it is hoped that this allocation will increase as funding agencies for cultural heritage 
institutions realize the value of high-quality digital surrogates for both preservation 
and accessibility.” 


DIGITAL COLLECTION POLICIES 


The authors of this chapter created a survey to capture the digitization policies and 
practices in use in libraries. The survey was shared through the three listservs in Au- 
gust 2019: the Art Libraries Society of North America, American Alliance of Muse- 
ums, and the Mountain Plains Library Association. A total of ninety-four responses 
were received; of these, thirty-one were complete enough to analyze. Twenty-seven 


169 


ee ee ee 


170 Bryan Ricupero and Sophie Jo Miller 


of these identified as museum libraries, five as academic, and one as a historical so- 
ciety; two institutions identified as both museum and academic. Nearly 35 percent 
of respondents have five or fewer full-time employees, whereas 30 percent report 
having one hundred or more full-time employees. Some institutions are currently 
developing digital collection policies with plans to implement them soon, whereas 


others choose to utilize existing analog collection policies.> 
Institutions having digital collection policies have developed common character- 
istics, including: 


* Digitization methods, primarily photography; 

* Storage, ranging from cloud-based to local servers with IP address limitations; 

* Findabiliry, with some institutions making digital objects findable by catalog 
number; and 

* Funding, with specific references to digitizing “as grants become available.” 


Some institutions align their digital collection policies to existing object collection 
policies.* Guidelines offered by the Northeast Document Conservation Center’ and 
the Council on Library and Information Resources’ can be usefully applied across 
a wide range of institution types and collections. The transformation of museums, 
libraries, and archives toward digital asset creation and management is discussed at 
length in the Best of Both Worlds: Museums, Libraries, and Archives in a Digital Age.® 


Subject and Content Collection Focus 


The majority of respondents to the survey conducted by this chapter's authors 
reported having a subject or collection content focus at their institutions, with con- 
centrations spread between art, geographic locations, and anthropology and paleon- 
tology. A total of 60 percent of respondents reported having a subject or collection 
focus without a digital policy, whereas the remaining 40 percent were divided with 
20 percent having both a subject focus and a digital policy, 15 percent having no 
subject focus or policy, and 5 percent having no subject focus but having a digital 
policy. Having a subject or collection focus can diminish the need to have a stan- 
dardized policy for digital collections, as consistency will be maintained within the 
subject or collection focus. 


Workflows and Digitization Techniques 


Approximately 80 percent of respondents reported that around 75 percent of their 
digitization happens in-house. Roughly half of that group reports 100 percent digi- 
tization happening in-house. All but one of the respondents who submitted details 
about their digital collection policies are in the 80 percent who primarily digitize 
materials in-house.” The choices that institutions make regarding workflows and 
digitization processes heavily depend on the collection size, budget, and number of 


Digitization and Digital Repositories ' 171 


dedicated staff assigned to these projects. Considering these factors, it makes sense 
that survey respondents generally referred to methods that have a relatively low 
startup cost. This is consistent with research done outside of the survey, which will 
be addressed later in this section. 

The Federal Agency Digitization Guidelines Initiative established a standard used 
by many institutions for digitization. These guidelines emerged in 2007 as a way to 
address the need for standardized best practices around “digitized and born digital 
historical, archival and cultural content” and apply to specific digitization needs, in- 
cluding bound and unbound documents, newspapers, photographs and photographic 
negatives, non-print two-dimensional art (such as paintings and graphic arts), and mi- 
®Crofilm." These guidelines are comprehensive but can be difficult for institutions— 
even those with ample staff and financial resources—to implement because of the 
complexity of this work and because they are applicable only to specific object types. 

The most common techniques used by survey respondents for digitizing physical 

holdings are digital photography and flatbed scanning. These methods are relatively 
inexpensive and have a low learning curve, making them easy to learn and to train 
others to do. Another benefit is that cameras and scanners, when well cared for, can 
‘last several years, providing a high return on investment. 
* The widespread use of digital photography and flatbed scanning among re- 
spondents is common in institutions with limited resources. Eric Michael Wolf 
and Lauren Gottlieb-Miller (both of The Menil Collection) discuss approaches to 
digitization adopted by smaller institutions, using their museum as a case study.’ 
They first began work on digital projects in 2015 with one full-time and one part- 
time staff member and a similarly small budget. Their initial focus was on making 
born-digital content, specifically gallery guides, available through both their local 
catalog and through OCLC WorldCat. They began digitizing some of the historic 
books in their collection using a digital single-lens reflex (DSLR) camera to which 
they already had access and eventually were able to expand the digitization program 
by adding a flatbed scanner and increasing their staff to two full-time librarians. The 
Menil Collection offers an example of how even a small institution lacking a large 
budget can begin a digitization program using resources already at their disposal. 

Several survey respondents also reported using photogrammetry to generate three- 
dimensional (3D) images. Although photogrammetry requires specific software and 
computing power to run software for image assembly and cleanup, photogrammetry 
can utilize an existing digital photography station and equipment. For institu- 
tions that already have this infrastructure, it may be able to be used in both stand 
photography and to generate 3D data and modeling, “Photogrammetry modelling 
begins with a series of photographs taken from varying angles. Common features are 
matched within overlapping photographs, relevant depths are extracted, and a virtual 
3D model is created.”? Several free programs such as AgiSoft and COLMAP can be 
used as alternatives to more expensive software that requires ownership and licensing. 
The Minneapolis Institute of Art's 3D modeling efforts provide a good look at the 
use of photogrammetry techniques in an art library setting." 
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Reflectance transformation imaging (RTI), mentioned by a small number of 
survey respondents, and it also provides a highly accessible technique for near-3D 
digitization. In an Ithaka S+R report on research service needs, RTI was described 
as a method “which allows scholars to view an object with a variety of different 
light sources, something that might not have been available to them in a traditional 
museum setting.” This is an example of digitization fulfilling needs that cannot be 
filled through traditional methods. Like photogrammetry, RTT has a relatively low 
cost for institutions already making use of digital photography. However, in order 
to achieve results that can be used for research purposes, light and camera position 
must be carefully controlled.’ To help make this method more affordable, Cultural 
Heritage Imaging offers a free image building tool for RTI captures, as well as robust 
documentation for the entire RTI process.!7 RTI offers a way for institutions already 
working with digital photography to expand their digitization options without pur- 
chasing additional expensive photographic equipment. 


Platforms and Hosting 


The most common scenario for hosting, organizing, and presenting collections; 
long-term storage for master images; and contributing to a large-scale aggregation 
point is content management software used in concert with a digital asset manage- 
ment system. Among survey respondents, the most common in use was PastPerfect. 
All responses indicating the use of PastPerfect were from museums and art librar- 
ies. The second most common system was LUNA, followed by CONTENTdm. 
The open source web-publishing platform Omeka was also mentioned by several 
responding institutions as their primary tool for creating digital exhibits. 

There are many factors to consider when implementing or migrating to new sys- 
tems, Survey respondents noted both institutional and product-specific limitations 
that can impact repository management. These are some of the themes that emerged 
in the survey responses that can also be used to help analyze how available systems 
can support the unique needs of art museum libraries: 


* User privileges can be an issue; one cannot protect master images and still allow 
access to derivatives. 

* Some products focus on fine art and visual resources, whereas others focus on 
material culcure. 

¢ The user interface and back end interface require workarounds and redundant 
steps. 

* Some systems may have no web component. 

* Users cannot download materials for their own use. 

* Rights management may not exist in some systems. 

* Maintaining relationships between records can become challenging. 

* Metadata can't be edited in bulk without a complicated scripting program. 
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* These systems are difficult for institutions with a small staff or limited funds 
to implement. 
*. Artist/estate copyright presents a financial limitation to using reproductions as 
liberally as an institution would like. 


Hosting location, either in-house or through a vendor or partner institution, was 
a near even split. A small majority of respondents, 56 percent, host in-house, and 
the remaining 44 percent rely on a vendor or cooperating institution for hosting. A 
practical cost-cutting solution is the use of consortial or shared efforts in hosting and 
managing digital content. In selecting a platform or a hosting arrangement, there is 
no perfect solution. “Your library may already have an existing repository, but try to 
evaluate prospective new platforms independently of whether or not they are ‘better’ 
or ‘worse’ than your current platform. In many ways, a new platform will likely just 
be different—and that’s going to be a combination of positive and negative.”"® 


,Americans with Disabilities Act Accessibility 


» Any assessment of a digital platform should consider its adherence to established 
ADA accessibility guidelines. In order to be fully compliant, a website has to meet 
several basic criteria such as video captioning and keyboard-only navigation. The 
World Wide Web Consortium aims to develop and establish web standards that lead 
to near- and long-term improvements in web usability, including accessibility. The 
consortium is run by a full-time staff and receives input from a variety of member 
organizations throughout the world. This international approach allows the World 
Wide Web Consortium to create web accessibility standards that have a positive 

_ impact on a global scale. The overview for the current version (2.1 as of this writing) 

‘covers requirements for ADA-compliant web interfaces divided into four categories: 


* 


Perceivable 
' © Provide text alternatives for non-text content. 
* Provide captions and other alternatives for multimedia. 
* Create content that can be presented in different ways, including by assistive 
technologies, without losing meaning. 
° Make it easier for users to see and hear content. 


Operable 

* Make all functionality available from a keyboard. 

* Give users enough time to read and use content. 

* Do not use content that causes seizures or physical reactions. 
* Help users navigate and find content. 

* Make it easier to use inputs other than keyboard. 
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Understandable 

* Make text readable and understandable. 

* Make content appear and operate in predictable ways. 
* Help users avoid and correct mistakes. 


Robust 
* Maximize compatibility with current and future tools.' 


Institutions may struggle to implement these characteristics for accessible web inter- 
face design because of limitations imposed by software, funding, or expertise.”” How- 
ever, every step taken toward improving web accessibility makes content available to 
more users. Institutions should strive to meet as many of the requirements as possible. 

Survey responses regarding ADA accessibility are evenly split, with approximately 
53 percent reporting “no” and 47 percent reporting “yes” to whether their collec- 
tions are displayed on an ADA-compliant interface. Half of the respondents lacking 
compliant interfaces recognize the importance of accessibility and acknowledge 
the need to improve ADA compliance. About 25 percent of respondents provided 
reasons for not implementing improved accessibility ranging from lack of time and 
funding to a need for increased awareness about what ADA compliance entails. One 
respondent stated that ADA compliance is “not really applicable as the collection is 
available on the web.” It is possible that several respondents view ADA compliance 
as relating only to physical barriers and are unaware of digital barriers to access, such 
as incompatibility with screen readers, interfaces with poor visibility, and lack of 
transcripts for audio and video. 


Digital Preservation 


Having a digital preservation policy ensures that preservation systems and pro- 
tocols are part of the project from the beginning, ensuring long-term access and 
sustainability. Digital preservation is integral to the digitization workflow and a first 
step in this process is to create a digital preservation policy identifying the goals and 
strategies for digital preservation within an institution. In their case study “Better 
Together,” Rafferty and Pad discuss the process of creating a digital preservation 
policy for the Baltimore Museum of Art, where Rafferty works as the head librarian 
and archivist.?! Although they primarily discuss art museums in this case study, sev- 
eral of their points reflect issues similar to those brought up by survey respondents 
who participated in a study by this chapter's authors. One of the key issues they 
address (specifically in relation to art museums) is that the vast majority of digital 
preservation policies come from academic libraries and archives, which might have 
collections with “needs that are related, but not entirely the same.”” 

Rafferty and Pad state that, “Digital preservation is not simple, regardless of the 
size of an institution, and taking these first steps can seem out of reach for small and 
even midsized museum.” For many art museums (especially small museums with 
limited staff and funding), creating a strong digital preservation policy may be seen 
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as a lofty task, especially with the majority of examples coming from non-museum 
institutions. According to a Library of Congress digital preservation policy analysis, 
only two of the thirty-three policies they analyzed came from museums.”4 

Implementing preservation workflow can seem like a daunting process, and ap- 
proaches vary depending on budget and technical infrastructure in place at each in- 
stitution. Three survey respondents indicated that they used Amazon Web Services 
for long-term storage of master copies, and four respondents reported sharing digi- 
tized content through the Internet Archive. Although digital preservation is about 
more than just keeping a copy of a file, off-site back-up of master copies is a first 
step for many institutions.” Another preservation strategy is a turnkey repository 
platform that offers the benefit of additional preservation and access services; some 
examples include DSpace, Archivematica, Arctos, VertNet, eMuseum, Laserfiche, 
MDID, and Preservica. Cost, security, and access are all important factors to con- 
sider when evaluating digital preservation options, whereas turnkey solutions may 
remove many of the technical barriers to preservation, their cost may make them 
prohibitive to small institutions. Some preservation platforms may include public 
interfaces to allow collections to be shared, but many institutions share digitized 
materials and collections through aggregators and external hosts like the Digital 
Public Library of America, the Getty Research Portal, Hathi Trust, and the Internet 
Archive. Digital preservation is a complex topic and an integral facet of the broader 
digital workflow with many case studies and broad overviews to support further 
learning in this area.?6 


CURRENT USES OF DIGITIZATION 
AND FUTURE POSSIBILITIES 


Digitization and digital preservation programs are still relatively new among art mu- 
seum libraries, and an institution's size, collecting priorities, budget, and the techno- 
logical resources available necessarily impact the ways in which institutions approach 
digitization. Methods pioneered by larger institutions offer possibilities for what 
smaller institutions may be able to do in the future as the means become available. 

Some institutions simply use digitization to provide another means of examining 
objects that cannot be shared through more traditional methods such as interlibrary 
loan. For example, the Getty Research Institute (GRI) has developed a portal that 
allows users to search and access the digital art history books and journals for free. 
In addition to managing this portal, the GRI also contributes to it, digitizing and 
sharing out-of-copyright books from their collections. In some cases, books are 
digitized and uploaded upon demand by researchers, thus simultaneously making 
them available to the general public. According to their blog The Jris, they are able 
to digitize most books in under an hour and make them publicly available in less 
than a day—quicker than they would be able to ship a physical volume, assuming 
the volume was even in good enough condition to ship.”” 
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While the GRI is primarily digitizing books, other institutions are using digitiza- 
tion to present and preserve visual images and archival content related to exhibitions. 
The Museum of Modern Art in New York offers a digital “Exhibition History” on 
their website starting with the museum’s first exhibitions in 1929 and continuing 
to those currently on display. Users can search exhibitions and programs by type 
and decade, and individual entries offer a variety of content, including images of 
the works of art exhibited and installation views, artist profiles, press releases, and 
content checklists. In this case, digitization offers the public a way to see not only 
the art,’ but also some of the historic context in which it was displayed, creating a 
dynamic user experience.” 

Digitization of art museum library collections allows for art libraries to share ma- 
terials beyond the physical boundaries of their building to increase the visibility of 
their collections and extend the impact of their mission to a global audience. Sharing 
these collections ensures that art library collections continue to be a vibrant part of 
the scholarly discourse that is moving increasingly online. It also shows the unique 
and adaptable skill sets of art librarians, who are increasingly required to fluidly 
navigate between physical and digital information environments. 
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Organizing information, providing access, increasing engagement, and leveraging 
technology to support research and preservation of intellectual content are priorities 


for GLAM institutions, using the popular acronym for galleries, libraries, archives, 


and museums. Over the last several decades, these principles have also intersected 
with a broader societal shift characterized in part by open access, shared authority, 
and cooperative digital peer production.’ 

Wikimedia and its associated projects (such as Wikipedia, Wikimedia Commons, 
and Wikidata, to name those of most consequence to the GLAM sector) are key 
players in the collaborative effort to thread those priorities through mission-driven 
efforts serving collections and communities. 


HISTORY OF GLAMS IN WIKIMEDIA 


Collaborations between GLAM institutions and Wikimedia projects go back more 
than a decade, with the first “GLAM-Wiki Conference” in Australia in August 2009 
laying the foundation for the future. The conference concluded with the publication 
of a list of recommendations for GLAM institutions, Wikimedia, and the Australian 
government to facilitate closer collaboration, addressing concerns ranging from the 
legal (copyright and licensing) to the technological (metadata, stable URLs, and 
more). One actionable request was for GLAMs to “investigate ways of supporting 
Wikimedians who work on the institution’s subject matter in a similar way to the 
institution's existing real-world volunteer community.”? From hosting edit-a-thons 
to adding content, the Wikimedia-related activities that GLAMs engage in today 
were popularized and piloted thanks largely to sustained internal museum efforts of 


179 


aed 


180 Sarah Osborne Bender and Carissa Pfeiffer 


residents dedicated to the work of improving Wikipedia, Wikidata, and other Wiki- 
media projects, beginning shortly following the conference in Australia. 

The first Wikipedian-in-Residence was a volunteer position conceived and held by 
Liam Wyatt in the summer of 2010 at the British Museum. Wyatt spent five weeks 
working with staff and volunteers to improve Wikipedia content on pages relating to 
the museum’s collections.? Since then, more than two hundred people have served 
as Wikimedians-in-Residence at institutions ranging from museums to libraries, ar- 
chives, and galleries, and even corporate entities.‘ As residencies have become more 
common, relationships between institutions and their residents or staff engaged in 
Wikimedia-related work continue to vary widely. Residencies have been volunteer or 
paid positions, short-term or long-term, depending on local context and the needs of 
the organization,’ and regular GLAM employees have also found themselves collabo- 
rating with Wikimedia, either formally or ad hoc. Whatever the work looks like, com- 
mon characteristics and expectations have emerged to ensure that it meets the needs of 
both GLAM and Wikimedia communities without compromising the values of either. 

Specifically, this manifests as an emphasis on connecting three (sometimes overlap- 
ping) groups: GLAM institutions, Wikimedia communities, and the broader public 
served. Those working with Wikimedia projects on behalf of institutions are not pri- 
marily editors of Wikipedia articles; rather, they facilitate collaboration and use pro- 
fessional expertise to enrich and link content. This model helps to avoid the potential 
for a conflict of interest, and invites reimagining the role of institutional authority as 
lateral with the role of the communities served, bringing together the established ex- 
pertise and authority that GLAM institutions have long emphasized with the cultural 
principles of the open web: participation by all, iterative and user-centric approaches, 
transparency in decision-making, and shared standards, to name just a few.° 


ENGAGING COMMUNITIES 
WITH WIKIPEDIA EDIT-A-THONS 


As public participation in the digital realm has become commonplace, Wikipedia 
offers a well-known and relatively accessible platform for community engagement 
practices centered on information literacy strategies and knowledge construction. 
One of the most common and low-barrier strategies for engaging external commu- 
nities is to host Wikipedia Edit-a-Thons: facilitated opportunities for new and sea- 
soned editors alike to learn communally and make contributions to Wikipedia (and 
sometimes other Wikimedia projects as well), often centered around a theme. They 
are typically organized as in-person events, but may also include remote participants. 

Many librarians and researchers are already familiar with Wikipedia's front-end. 
Edit-a-thons are designed to provide the training, encouragement, and resources to 
allow them to become active participants in constructing the site. Moving past the 
front-end is also a way for users to discover and practice digital literacy concepts such 
as verifying information, evaluating sources, identifying bias, providing citations, 
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and even learning about copyright. Institutions generally make their own library re- 
sources available to editors for finding new information or citations to add to articles. 
In-this way, edit-a-thons help participants gain confidence using library services and 
materials for research, while also expanding information literacy, technology, and 
writing skills. Recent opportunity papers from the International Federation of Li- 
brary Associations and Institutions’ and the Association of Research Libraries* have 
noted that connecting sources to Wikipedia articles teaches critical research skills to 
academic and public patrons alike. 

In the broader ‘landscape of contemporary librarianship, Wikipedia is not only 
a new platform for library instruction and discovery, but also part of a civic and 
social landscape in which librarians facilitate community-driven knowledge creation 
beyond their home institution. Writing about their work with edit-a-thons in 2015, 
Sian Evans, Jacqueline Mabey, and Michael Mandiberg define “networked librari- 
anship” as a logical and digitally enabled extension of embedded librarianship, the 
main feature of which is a more collaborative and intimate relationship with patrons 
than has traditionally been expected.’ Similarly, Lori Byrd-McDevitt’s (previously 
Byrd Phillips) 2013 discussion of open authority in museums advocates making 
use of museum expertise collaboratively to validate, filter, and navigate content that 
includes the insights and experiences of a broader set of audiences.’ The expertise of 
museum librarians and the reputable resources they provide, together with the shared 
knowledge and perspectives of individuals who benefit from connecting with this 
expertise, form a compelling example of how museum libraries can share authority 
with those they serve. 


~ 


CORRECTING THE RECORD 


The civic and social aspects of this relationship also expand the role of the librarian 
as an “information activist” who strives to decrease barriers between people and in- 
formation." This includes addressing technology access and promoting participation 
among groups and individuals who are impacted by structural inequity. Many edit-a- 
thons are connected to initiatives aimed at increasing representation of marginalized 
groups on Wikipedia and other Wikimedia projects, both as subjects of articles and 
as editors. 

A 2011 survey from the Wikimedia Foundation generated the now frequently 
cited statistic that only about 9 percent of contributors to Wikimedia projects at the 
time identified as women. The gender gap also manifests in content: as of March 
2020, about 18 percent of the biographies on English Wikipedia were about people 
assigned a female “sex or gender” statement on Wikidata.'!? Campaigns such as 
Women in Red and Art+Feminism address this structural gender bias, and similar 
endeavors are focused on anti-racist and decolonization efforts through campaigns 
such as AfroCROWD, Black Lunch Table, and the UN’s International Year of In- 
digenous Languages. 
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In keeping with the theme of networked communities and collaboration, 
edit-a-thons may be affiliated with one or more of these or other initiatives. Art 
museum libraries over the past several years have found an especially fitting part- 
ner in Art+Feminism, founded in 2014 by Evans, Mabey, Mandiberg, and Ptak. 
Art+Feminism is focused on improving content related to the arts, gender, and 
feminism across Wikipedia, as well as training new editors of all genders. GLAM 
institutions of all sizes, from the largest to some of the smallest, have hosted events 
affiliated with Art+Feminism." 

In addition to edit-a-thons, art museum librarians and their institutions have 
numerous other ways to engage professionally with Wikipedia and related projects. 
In her 2013 article “The Temple and the Bazaar: Wikipedia as a Platform for Open 
Authority in Museums,” Lori Byrd-McDevitt positions edit-a-thons as just the tip of 
the iceberg for museum professionals using Wikipedia and expresses a desire to see 
experts in the future contributing beyond these events to reach a more global audi- 
ence, for instance, by contributing directly to article discussion pages.‘ Librarians 
based in museums are well-aligned to make such contributions, and indeed, there are 
also campaigns and events in the Wikipedia universe designed to get more librarians 


involved. Since 2016, the #1Lib1 Ref (“One Librarian, One Reference”) campaign ' 


has served as a low-barrier entry point for librarians of all types to familiarize them- 
selves with Wikipedia while improving its quality, specifically by adding references 
to articles that lack citations.’ 


BEYOND WIKIPEDIA: GLAM INSTITUTIONS 
AS CONTENT CONTRIBUTORS 


Many GLAM institutions are working to expand the exchange of data and images 
among collecting cultural heritage institutions and the public through open access 
and Creative Commons principles and practices. Wikimedia Commons and Wiki- 
data are the largest, most widely adopted platforms for these activities, and a growing 
number of institutions are incorporating components of them into workflows for 
cataloging, digitization projects, and registrarial duties. The impact of this work at 
the institutional level, created or contributed at a critical mass, can transform exist- 
ing concepts of custodianship and access into linked content with global reach and 
elastic function. 


Collection Images in Wikimedia Commons 


Results of an ongoing jointly authored online survey, “Survey of GLAM Open 
Access Policy and Practice,” begun by Andrea Wallace and Douglas McCarthy, 
showed 637 international GLAM institutions that make open data available on 
their “website and/or external platforms such as Github, Europeana, German Digi- 
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tal Library and Wikimedia Commons”’’ in October 2019. Although Wikimedia 
Commons is not the only platform fulfilling open-access goals, it has advantages 
over others in its ubiquity and relative ease of use. GLAM institutions contributing 
public domain images to Wikimedia Commons gain access to arguably the largest 
t» image-seeking audience on the web. As of October 2019, Wikimedia Commons 


. a included over forty-seven million media files available for free reuse,'” both within 
fy = Wikipedia by embedding and linking in related articles and through file download. 
aay «Contributing institutions see positive results from opening up collection images 


and information on Wikimedia platforms: for instance, increased traffic back to col- 
lection webpages from links included in the Wiki entry. William Blueher, metadata 
and collections librarian, Thomas J. Watson Library at The Metropolitan Museum 
of Art, reported in 2014 that a linking project between digitized library content 
from the Watson Library and Wikipedia pages resulted in a page view increase 
of 1,600 percent at the library's website.’® Additionally, providing accessible and 
ddwnloadable quality images (that are in the public domain) and their associated 
metadata from Wikimedia Commons lessens the burden on incoming requests for 
institutional rights and reproduction services that generally collect only modest ad- 
‘ministrative fees for providing these open images to requestors. The direct access to 
publication-quality content for reuse is a boon for scholars, or anyone, looking to 
illustrate work using GLAM collection objects. 

Assessment of reuse of contributed images to Wikimedia Cinna is a difficult 
metric to generate. Some work has been done using reverse imagelookup methods 
fo track how and where Wikimedia Commons images are used online.!? Tools such 

* as BaGLAMa2 and the Wikimedia REST API generate pageview dara, but they have 
limitations. 

q Institutionally contributed images in Wikimedia Commons are typically of higher 

‘quality than images of those same art objects sourced through general online image 

searches because they are generally pulled from the same files the museum uses for 

object representation on their website. The owning institution has the opportunity to 


aie Sica - — 


Me _—influence the visual veracity of the reproduced artwork on the web, where represen- 


tational control is impossible to achieve. The proliferation of discolored, low-quality 
online digital representations of Johannes Vermeer’s The Milkmaid (1657-1658) in 
the collection of the Rijksmuseum came to be known as the “Yellow Milkmaid” and 
was used as an argument for that institution taking control of their collection im- 
ages (see figure 19.1). The museum has cited that image’s poor reproductions as “the 


i: trigger for us to put high-resolution images of the original work with open metadata 


on the web ourselves. Opening up our data is our best defence against the ‘yellow 


a . . * . . . oe 
aa Milkmaid.’””?° For a GLAM institution with fewer resources than the Rijksmuseum, 


loading collection images into Wikimedia Commons achieves the goal of providing 
open access to high-quality images with accompanying metadata without having to 
develop webpages and maintain image services on their own website. 
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Figure 19.1. “The Yellow Milkmaid Syndrome,” illustrated by eight different versions 
available on the internet of The Milkmaid by Johannes Vermeer, circa 1660, in the col- 
lection of the Rijksmuseum, Netherlands. The Rijksmuseum, purchased with the support 
of the Vereniging Rembrandt. 


Wikidata and Library Metadata 


Just as Wikimedia Commons has grown into a resource larger than any single 
institution could generate alone, the structured data environment of Wikidata is a 
rapidly developing source for unique identifiers that represent items (real-world ob- 
jects, concepts, and events).”' These identifiers are already being utilized in MARC 
records in some libraries, but best practices and workflows have yet to be fully 
proposed or widely adopted. In the meantime, a number of initiatives from leading 
library organizations have shared recommendations for introducing Wikidata-based 
uniform resource identifiers into the library catalog. The Project for Cooperative 
Cataloging has examined Wikidata (described as an “external platform”)” as a pos- 
sible source of identifiers for use in authority record work. The report entitled ARL 
White Paper on Wikidata: Opportunities and Recommendations” positively acknowl- 
edges the low barrier to participation in the world of linked and open data with 
Wikidata, but doesn’t see it replacing the core responsibilities of library collection 
management systems. Taking the broad view of linked data within the lifecycle of 
creating metadata and providing discovery access, Stanford University’s Linked Data 
for Production project, funded by the Mellon Foundation, is a cohort of seventeen 
Project for Cooperative Cataloging member libraries. This group, which invites 
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participation through affinity groups, online meetings, and web forums, supports 
“transition from the current MARC-based system to linked data-based workflows”™ 
focusing strongly on Wikidata. 

The transcendence of traditional structures justifies these initiatives. Wikidata 
could enhance or transform systems of creating, managing, and accessing library col- 
lection metadata. It is system independent, and it supports creation of linked open 
data which moves seamlessly between local systems and networked platforms. Rep- 
resenting over three hundred languages, Wikimedia projects have natural inclusivity 
as a globally distributed concept management resource. The vast collaborative efforts 
to employ these identifiers have brought GLAM institutions together to develop 
standards and best practices previously unreachable. 

These resources can raise concerns as much as opportunities, The globally distrib- 
uted creation and editing ability on Wikimedia platforms is an environment of flux, 
unlike traditional centralized authority resources backed by an established institution 
or governing body such as Library of Congress Name Authority File, Getty vocabular- 
ies, and Virtual International Authority File. Wikidata’s perpetual potential for editing 
and lack of authoritative ownership of identity management entries is a new concern 
for collection catalogs typically maintained by highly skilled catalogers and registrars. 
As Martin Malmsten has noted, in the linked open world of Wikidata, “the matter 
of control then becomes a matter of trust rather than technology.”” Librarians must 
decide how to adapt to those risks while embracing the vast possibilities. 


Leveraging GLAM-Wiki Content 


As this mass of GLAM object images and their metadata grows, the creative pos- 
sibilities also multiply. Testing the concept of trust in collectively generated content, 
some museums and libraries are experimenting with leveraging the content in Wiki- 
pedia (which carries a Creative Commons Zero “No Rights Reserved” license) to 
enhance resources on their own websites. The Museum of Modern Art has developed 
a dynamic operation that pulls the lead paragraph from artist articles on Wikipedia 
to display on artist webpages in the MoMA website. In this way, the museum is able 
to present more detail for many of the approximately ten thousand artist pages that 
previously had little more than a brief biographical entry (as identified after a 2014 
redesign of the museum's website) with content that is up-to-date and written at 
an accessible level and style. For artists of lesser prominence, this Wikipedia entry 
makes up the chief content of the page. For other high-profile artists, the Wikipedia 
content is an element presented alongside MoMA’s own biographical entry written 
by curators. Explicitly illustrating the link between the museum's site and Wikipedia, 
the Wikimedia identifier is displayed alongside a link to “view or edit the full Wiki- 
pedia entry,” thereby inviting the reader to be a part of the knowledge lifecycle.*® The 
Tate art galleries are also including Wikipedia biographical entries on their website. 

In Wikimedia Commons, work on improving structured metadata will result in 
enhanced conceptual connectivity between museum objects. The Wikimedia Com- 
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mons template for artwork metadata includes a property labeled “exhibition history.” 
When employed, the property could take a researcher on a path through exhibitions 
in which an art object has appeared, and it is possible to envision the ability to vir- 
tually re-create historic exhibition checklists within Wikimedia Commons. Further 
expanding the representation and findability of media, a pilot project is underway to 
generate automated structured metadata from existing media files, with a focus on 
content from the GLAM sector.” 


CONCLUSION 


In a 2013 article about linked open data, Becky Yoose and Jody Perkins wrote that 
GLAM institutions “have accumulated an embarrassment of riches in the form of 
unique digitized resources and structured data as well as unmined unstructured con- 
tent, all of which are lying fallow inside a Web of documents and untapped relation- 
ships.”?® Since then, tremendous potential for open, linked, and activated collections 
data and object images has been realized, and momentum continues. Librarians in the 
GLAM sector have also used Wikimedia projects for cross-institutional collaborations 
and public engagement, including participatory practices alongside communities that 
are shaping their own representation within Wikipedia's “working draft of history.” 
Not only are the reach and impact of these global platforms far greater than any oné 
institution can achieve, but they also provide a forum for the voices of both institu- 
tions and individuals to contribute meaningfully to the shared cultural record. 
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Getting a Seat at the Table 


Art Museum Libraries as Open Access Stakeholders 


Heather Saunders, The Cleveland Museum of Art 


Open access (OA), which is defined as “[b]arrier-free access to online works and 
other resources,”! has taken the research community by proverbial storm, and the 
trend of OA is expected to continue apace. In the realm of art museums, the past 
decade has seen the Rijksmuseum in Amsterdam become the first to embrace OA 
in 2011, with others following, including the Cleveland Museum of Art in 2019. 
Releasing a digital collection of images, exhibition catalogs, massive open online 
courses, and other content to the public as OA moves museums away from the staid 
gatekeeper model and tends to yield spectacular press coverage. Substantial execu- 
tive support is necessary across departments to implement OA initiatives, and this 
can serve as an opportunity to showcase the diverse skills of library staff members. 
Art museum executives may regard OA as concerning mostly departments outside 
the library, such as curatorial, collections management, and information technol- 
ogy. However, as museum professional Kristin Kelly noted in a 2013 study for the 
Andrew W. Mellon Foundation on OA in art museums in the United States and the 
United Kingdom, “Libraries . . . have been in the vanguard of the open access move- 
ment.”? This chapter contains advice for how library administrators can position the 
library as a vital stakeholder. 


WHAT IS OPEN ACCESS? 


Maryam Fakouri, attorney and Scholarly Publishing Outreach Librarian at the 
University of Washington, Seattle,'defines OA as “when creators and researchers 
make their work available to anyone online at no cost.”? Another key characteristic 
is the exclusion or mitigation of limits on use. At its most open, OA allows users to 
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share, remix, and reuse public domain content for scholarly, commercial, and non- 
commercial purposes.* 

In the case of art museums, OA involves sharing both cultural and information 
resources. What is shared is at the discretion of the museum. For example, releasing 
provenance information is relatively unusual, whereas releasing images is typical. 
Approaches vary: for example, in going OA, a museum can determine the size and 
resolution of images and the degree of permissions, controlling details like whether 
attribution should be required or requested merely as a courtesy. 

OA users range from educators to artists. In terms of the creation of artworks, the 
value of releasing OA images is substantial, given the popularity of appropriation as 
a strategy in contemporary art. For art historical research, OA is invaluable; as Mar- 
tin Paul Eve, editor of an OA journal notes, the academic reproduction of images is 
thorny, with “enormous problems and costs [involved] in securing rights.”® 

The belief that “creativity requires the reuse of preceding work” led to the creation 
of Creative Commons (CC) licenses,” which are the most frequent way to reduce or 
remove barriers to access.* CC licenses are “not a replacement for copyright but a 
superstructure atop it that undoes many of the provisions that stop others from using 
work.” They have proven effective in courts of law throughout the world.!? In fact, 
copyright authority Peter Suber!! writes: 


They are . . . lawyer-drafted, enforceable, understood by a large and growing number of 
users, and [are] available in a large and growing number of legal jurisdictions. Moreover, 
each comes in three versions: human-readable for nonlawyers, lawyer-readable for law- 
yers and judges, and machine-readable for search engines and other visiting software.” 


As an example of OA, this excerpt was published under a CC license so there is no 
need to be concerned about its length; according to the license, there is only a need 
to credit the author. In contrast, his biography, excerpted verbatim in the endnote, 
arguably does not need to be cited because it contains solely facts, which aren't sub- 
ject to copyright. If this book had not been released as OA, a case could be made that 
reproducing a modest amount of text in this chapter falls under “fair use.” Because 
the reproduction is for the purpose of scholarship, it could be argued that it is fair. 
Otherwise, it would be necessary for this chapter’s author to pay royalties to Suber 
or to wait until the publication’s copyright expires and enters the public domain." 

Regardless of whether art museums go OA, museum personnel, including library 
administrators and others likely to encounter copyright questions, should familiarize 
themselves with best practices in fair use." The reason is that fair use can be used in 
certain circumstances to justify making a copy when OA is not an option, and the 
Association of Art Museum Directors considers relying on fair use to be a right in 
order to support museum missions." 

One step beyond the CC licenses, which include a range of restrictions (or, 
stated more positively, a range of openness), is an “un-license” available to owners 
of copyright, including artists, with zero restrictions. This un-license, called Creative 
Commons Zero, is described by Katie Zimmerman, Massachusetts Institute of Tech- 


f  .®ublic domain,” as opposed to waiting for works to age into the public domain. 
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nology Scholarly Communications and Licensing Librarian, as “volunteering for the 
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Egsentially, as Suber states, OA is “compatible with copyright law.”!” 


‘What Is Copyright? 


In virtually any jurisdiction around the world, copyright is an “automatically con- 
ferred, time-limited, exclusive right to distribute an original work.”'® In the United 
States, the 1787 constitution references copyright as pertaining to “the progress of 
Science and useful Arts.”!? Thus, copyright is about moving forward, not stalling. 
And yet, as Dwayne Butler observes, there is a “fear of replication.”?° 
» Carla Myers, Miami University Libraries assistant professor and Coordinator of 

“Scholarly Communications, states, “too often in copyright, we think there has to be 
one right answer,” which can forestall progress.” As to how that can relate to OA in 
art museums, Elizabeth Saluk, Registrar for Exhibitions and Rights and Reproduc- 
tions at the Cleveland Museum of Art, explains that the necessary details to make a 
determination about the status of public domain for artworks aren't always available, 
and not every work is as simple to assess as a Renaissance painting or a contemporary 
work, At the crux of the issue, she finds a fascinating, “legal [and ethical] tightrope 
walking” of balancing the need to release as many images as possible as OA while 
respecting the copyright of the original creators.” 

As Kenneth D. Crews, attorney and international copyright consultant, observed 
of copyright, “change in attitude or awareness . . . happens slowly.”?? The same is 
true of OA. At the 2018 Challenges in the Scholarly Publishing Cycle symposium in 
London, England, Helen Blanchett, a scholarly communications subject specialist at 
the not-for-profit company Jisc Netskills, stated about OA, “Everything is changing 
all the time.” A symposium participant quipped that travel by automobile has long 
replaced travel by horse, but at one point in time, the idea of trading in horseshoes 
was unpalatable.™ Jane Alexander, chief digital information officer at the Cleveland 
Museum of Art, likens copyright to a glass wall and OA as a means to come out 
from behind it. She elaborates, “We [museums] need to be the source of truth and 
give it away.””> Brewster Kahle, founder of the Internet Archive, a digital library 
powerhouse,” identifies the need for courage when pursuing OA; he described it as 
essential because, “Sometimes the weight of ‘no’ outshouts the mission.””” 


To Go OA or Not to Go OA? 


OA is a paradigm shift, and inevitably, art museums will have some trustees, 
leaders, or staff who are nervous. For example, they may express concern about 
losing revenue from image rights. However, a Europeana Foundation study of the 
Rijksmuseum’s OA initiative found that the loss of image sales was balanced by an 
increase in goodwill, both through profile enhancement via others’ use of its content 
and refinement of its sponsorship program.”* Also, not everything can be measured: 
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Saluk calls the gains against which the Cleveland Museum of Art leveraged an- 
ticipated losses “unquantifiable.”” Minimizing inquiries about image rights frees up 
staff for other tasks and initiatives; consider that as of the writing of this chapter, 
in the nine months following the Cleveland Museum of Art’s launch of OA, image 
rights questions dropped anecdotally by two-thirds in both the collections manage- 
ment and library departments. The former processed image requests for 201 works 
in that time period—a stark contrast to 552 such requests the previous year.” 

There are many reasons to pursue OA. Bobby Glushko, head of the Scholarly 
Communications and Copyright Office at the University of Toronto Libraries, and 
Rex Shoyama, online development manager at Thomson Reuters, identify OA as 
being appealing for its capacity to increase audience recognition for the author(s), 
advance the collective nature of scholarship, democratize publishing by empowering 
authors, challenge the package subscription model that requires academic libraries 
to pay for the same content multiple times even after the respective institutions have 
paid to support the generation of said scholarship, and equalize access to informa- 
tion.*! The final point, which Glushko and Shoyama call the social justice rationale, 
is germane to art museums. 

When contending with copyright, Crews recommends “keep[ing] your eyes on 
the mission of the institution and be[ing] flexible.”** Ian Gill, documentation as- 
sociate at the San Francisco Museum of Modern Art, found in his thesis for the 
San Francisco State University museum studies master of arts program, that there 
is “consensus on . . . a general perception of Open Access as benefitting the public, 
promoting scholarship, and aligning with the museum mission.” For example, the 
Cleveland Museum of Art’s mission is “to create transformative experiences through 
art, for the benefit of all the people, forever.” Because open content is typically 
shared online, it has a global reach. An example is HoloLens Hyland consuming the 
Cleveland Museum of Art’s application programming interface to allow people from 
around the world to view and interact with art in an augmented space, as shown in 
figure 20.1. Barriers within OA continue to exist, however, namely for people with 
disabilities, lack of access to the internet, and lack of English reading knowledge.™ 
Lest it seem that OA is exclusively left-wing, OA invites associations ranging from 
Marxism to neoliberalism.* 


Where Does the Library Fit? 


With such diverse possible applications for OA, it is unsurprising that there is not 
a clear understanding of who should and should not be involved, or at what stage, 
in an art museum. Most likely, every institution embarking on an OA initiative will 
take a different approach, but the process might look like the following: at least a 
year in advance, museum leadership will explore the idea of going OA and establish 
a core team. The team will present examples of peer institutions that have gone OA 
to the board of trustees. To make OA relatable, the core team will liaise with those 
institutions and with leaders from organizations such as CC. Once the project is 
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Figure 20.1. Russ Klimczuk (Assistant Treasurer—Finance, center) using a Microsoft 
HoloLens device. Photography by Scott Shaw Photography. 


sanctioned, the team will identify the ideal scope for content to share as open and 
confer with legal counsel. Lastly, the team will determine what amount of content 
will be released and when, with the option of releasing content in stages, and will 
seek the involvement of various departments and potential community partners 
leading up to a high-profile launch (see figure 20.2). 

Once library administrators have been alerted about the plan to go OA, they can 
position themselves as logical partners by explaining that OA has an established 
presence in the library profession, with OA having flourished as a solution to pro- 
hibitively expensive academic journal package subscriptions. They can share “good 
news stories” such as OA articles being cited more often than non-OA articles—even 
those within the same issue, because a broader audience increases the likelihood of 
being cited,** and they can provide a bibliography about OA. Library administrators 
can also draw parallels to existing library initiatives within their respective institu- 
tions that qualify as OA, such as uploading scans of books in the public domain to 
the Internet Archive. In addition to highlighting the past and present state of affairs, 
library administrators can help art museum leadership look toward the future by 
positioning themselves as internal and external advocates for the merits of OA. For 
example, they can attend a meeting of curators to explain what OA entails and to 
allay concerns, because misunderstanding OA is its primary obstacle, according to 
Suber.” Lastly, library administrators can promote OA publicly through existing 
channels with which they are more likely to be familiar than executives, such as 


Open Access week and Wikipedia Edit-a-Thons. 
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Support of OA can be facilitated at all levels of the library. Andrea Bour, collec- 


tions information data analyst at the Cleveland Museum of Art, explains that top 
priorities for populating metadata are the fields for the date of creation of an artwork, 
the artist’s name, and the artist’s death date.** The reason is that, as Zimmerman 
generalizes about copyright across the globe, what is of interest is the life of the 
creator plus a particular number of years.” Library staff are well-suited to conduct 
such data entry accurately because they are generally detail-oriented and potentially 
familiar with resources like the Getty Union List of Artist Names and MARC records 
from which data can be extracted. They are also adept at interpreting and formatting 
citations, and they can expand bibliographies to showcase publications containing 
reproductions or mentions of museum artworks; this step can be taken in anticipa- 
tion of a potential increase in research requests following a spike in online discovery. 
Circulation staff can page and return new publications for curators, their assistants, 
and their interns, who can assist with a backlog of citation entry into the museum's 
system. Additionally, reference and instruction personnel can enhance staff and us- 
ers’ copyright literacy, field questions about citing and using OA content, and advise 
patrons on how to publish their own content openly based on their familiarity with 
the publishing industry. As Zeller and Stenberg write: 


Library staff have long been a trusted source of information for academic creators on a 
variety of issues. Copyright, licensing, and intellectual property issues are areas in which 


Figure 20.2. Jane Alexander (Chief Digital Information Officer, left) and William 
Griswold (Director and President, right) announcing the launch of open access at the 
Cleveland Museum of Art, January 23, 2019. Photography by Scott Shaw Photography. 
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academic creators increasingly expect their libraries to be able to provide information 
and support. As we move into the twenty-first century, more library staff members will 
be developing knowledge and expertise on the particulars and technicalities of law and 
policy in these areas.“ 


Once museum staff have a cursory understanding of OA, protocols and workflows 
need to be established in consultation with legal counsel, documented, and dis- 
seminated internally to appropriate parties. In keeping with best practice in project 
management, all stakeholders should have a clear understanding of their roles. For 
example, if the library has a recommendation for a different approach to data entry 
based on cataloging standards, it is helpful to know what mechanism to funnel the 
recommendation through and who will make the final decision. If regular liaising 
proves helpful for clearing up confusion, standing drop-in meetings may be helpful. 

From start to finish, the art museum library can play a vital supporting role for 
OA, although it could be argued that the work is never complete because digital col- 
lections are in a state of continual growth. 


Nothing in this chapter is intended as legal advice. 
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Tony White is the University Librarian at OCAD University, Toronto. Previously he 
was the Florence and Herbert Irving Associate Chief Librarian, Thomas J. Watson 
Library, The Metropolitan Museum of Art. Before coming to The Metropolitan 
Museum of Art, he was director of Decker Library, Maryland Institute College of 
Art; prior to the Maryland Institute College of Art, he served as head of the fine 
arts library, Indiana University—Bloomington, where he was also the director of the 
specialization in art librarianship. He was the first appointed field editor for Art- 
ists’ Books and Books for Artists for the College Art Association's online reviews 
journal. He is a founding board member of the College Book Art Association, and 
the founder of the Contemporary Artist's Books Conference held each fall at Metro- 
politan Museum of Art’s PS1 (2007-2017), as part of the New York Art Book Fair. 
For several years he served on the editorial board of the Journal of Artists Books, guest 
editing issue 25. He teaches a course at the University of Virginia's Rare Book School 
titled The History of Artists’ Books since 1950. He has a post-MLS certificate in 
preservation management for libraries and archives from Rutgers University, an MLS 
from Indiana University-Bloomington with a concentration in art librarianship, and 
an MFA from the School of the Art Institute of Chicago. 
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“The New Art Museum Library is based on foundational tenets of arts librarianship while 

emphasizing emerging practice and theory. Through accessible, intelligent writing, the 

expert contributors dive deep into subspecialties. The result is a thought-provoking, 

informative text that highlights the essential role of art museum libraries within cultural 
institutions and their communities.” 

—Laura Schwartz, visual arts librarian/arts and humanities 

collection strategist, UC San Diego Library 


The New Art Museum Library addresses the issues facing today’s art museum libraries 
through a series of scholarly essays written by top librarians in the field. In 2007, the 
publication, Art Museum Libraries and Librarianship, edited by Joan M. Benedetti, was 
the first to solely focus on the field of art museum librarianship. In the decade since then, 
many changes have occurred in the field—both technological and ideological—prompt- 
ing the need for a follow-up publication. In addition to representing current thinking and 
practice, this new publication also addresses the need to clearly articulate and define 
the art museum library's value within its institution. It documents the broad changes 
in museum and cultural heritage institutions and how these changes are impacting art 
museum libraries while also celebrating the many innovative initiatives that are flourish- 
ing in this new landscape. 


Librarians working in art museums face unique challenges as museums redefine what 
object-based, visitor-centric learning looks like in the twenty-first century. These particu- 
lar challenges mean that art museum libraries are engaging in new ways of working so 
that they can continue to thrive in this environment. 


The New Art Museum Library is uniquely positioned to present new strategies and initia- 
tives in many areas, including digital art history, building collections, the new norms in 
library staffing, and the public programing priorities that are core to many art museum 
libraries today. ; 

Contributors Courtney Becks, Stephen J. Bury, Lee Ceperich, Sumitra Duncan, Anne 
Evenhaugen, Alba Fernandez-Keys, Lauren Gottlieb-Miller, Jonathan Lill, Dan Lipcan, 
Doug Litts, Janice Lea Lurie, Gwen Mayhew, Sophie Jo Miller, Beth Morris, Amelia 
Nelson, Carol Ng-He, Sarah Osborne Bender, Carissa Pfeiffer, Kristen Regina, Alexandra 
Reigle, Bryan Ricupero, Heather Saunders, Jenna Stout, Traci E. Timmons, Simon 
Underschultz, Annalise Welte, Tony White 


Amelia Nelson is the head of library and archives at the Spencer Art Reference 
Library in The Nelson-Atkins Museum of Art. 


Traci E. Timmons is senior librarian at the Seattle Art Museum. 
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